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IBB THEOBY OP BJCf’SCjmOS 
iPPEIED 10 KOSICAL t-ISTSHIiJS 

« 

Zm purpose of this. project was to identify the element© 
iii music used by expert listeners in determining the artistic 
v*ilu© of music, to discover what musical skills and knowledges 
are necessary for the listener to recognize these elements? and 
to use thesr findings in a. comparison with a specific aesthetic 
theory, namely the theory of expectation promulgated by Leonard B. 
Kayer. The purpose Included attempts to determine whether these 
value elements are teachable, the age levels at which they are 
teachable, and the creation of measuring devices to evaluate 
recognition of these elements and the shills and knowledges used. 
Music in the public schools ha« in the past half-century 
grown from a novelty to a staple. In most school systems, 
music is not only offered but required in the first six or 
eight grades. The unspoken philosophy behind this requirement 
is not that all will become performers of music but that all 
can become consumers of music. The consumer may rarely or never 
play an instrument or sing, but ha participates in the pleasures 
of music as part of the concert audience,, as a record buyer, as 
a TV viewer and radio listener. The principal objective of public 
school music is, as It should be, to teach the potential consumer 
how to listen to music with understanding and discrimination. 

If ! 'music for all" is a legitimate goal, then all public school- 
age children should be undergoing experiences designed to increase 
their understanding and appreciation of music. Hartshorn (1) 
states, *If we take (music appreciation) to be that phase of 
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ttie music program which emphasizes the aesthetic appeal of music 
“ d oeeke PrtaerUy the attitudes with which we wish our students 
ffliSfct respond to its emotional power, then we accept the appre- 
ciation of music as our ultimate goal in music education." "So 
transform the public musical culture into a recognized part of 

each person's environment" should be the central focus of the 
music progress. 

At the present time an Increased interest in listening say 
be seen in public school music emphases, partially due, perhaps, 

Uo the failure of the music reading program. Meta of objectives 
iound in recent writings and textbooks stress listening, and a 
fipate of recordings for schoolroom use has appeared in the past 
ten years. Yet there seems to be no approach to aural under- 
standing; the pupil is expected simply to listen, without any 
system or method through which the teacher can make the listening 
meaningful. Most of the recordings offered are song mater ials 
rather than art auelc, and few texts contain suggestions for 
understanding the musical selections referred to or described. 

(See annotated list.) Beeauee the mere sensation of tone is 
pleasing and excites a pleasurable reaction in the listener, 
child rwa in the first four grades respond well to *h e experience 
of listening. Beyond this age level, however, they became aware 
of many musical sounds which please them but which are not condoned 
in *he classroom, and so their attitude or liking for the 1J ston- 
ing experience begins to decrease (2). lacking training in 
listening, pupils become attracted to the easily understood sounds 
of popular and commercial music and refuse to wrestle with the 



problems presented by art music. It is reasonable to expect that 
the child who is Equipped with shills and knowledges for coping 
with art music will find it acre attractive than the superficial 
products of the juke box trade* 

The familiar fact is that the public school music program 
falls noticeably in its goal of listening* The laymen who is 
aware of the music program thinks of it in terms of performing 
groups such as bands and choruses* The researcher interested in 
test development focuses on musical aptitude 9 music reading or 
factual knowledge* The textbook writer and publisher offer the 
music teacher boohs filled with songs to sing and rhythms te be 
played or danced* This neglect of listening seems to be due to 
a variety of factors, chief of which is the paucity of knowledge 
about the listening process and about the role of specific skills 
and knowledges in it, with the correlative lack of teaching 
method, realizable goals, and evaluative tools* lacking tfcase, 
the music teacher has emphasized performance or participation in 
tn© assumption tnat they would result in musical understanding 
and discrimination. But research indicates that musical exper* 
fences per se do not necessarily produce preferences for better 
music ( 3 )* 

The listening process seems to be a complex one, utilizing 
mental and aural skills, intellectual knowledges t physical reaction 
and emotional response* Since the advent of the phonograph with 
its immense possibilities for enrichment in the area of listening, 
music appreciation has been approached in several ways, each of 
which endeavored to make use of some part of the total listening 
process* The earliest approach was to teach the main melodic 
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f>fce»9 of the work, oftes by attaching words to It, and expecting 
children to memorize the composition and composer appropriate 
for each raelody; later case the factual approach which emphasised 
the composer and his dates, the meaning of musical terms and the 
instruments performing the work; finally the programmatic approach 
had its day , in which all music was heard as having a story or 
picture or mood for which the pupil listened. Hone of these 
approaches singularly is legitimate because each is fragmentary, 
based upon ©sly ©as phase or factor of the list ening process. 

The abstract quality of art music demands that the pupil be given 
a basis upon which to understand the music as it proceeds— to 
hear and know what is happening at the present moment in the 
work— rind to be able to comprehend the work as a whole when he 
has heard it to its completion. In order to teach the pupil how 
to listen with understanding, the teacher must know what things 
in the music are essential for hie comprehension so these can fee 
pointed out, explained, heard, end put into their proper context; 
the teacher must also know what skills and knowledges are necessary 
for the pupil to grasp the essentials of the music— physical 
reaction and emotional response though part of the process 
need sot be dealt with in the classroom, as th<$ first is an 



automatic reaction, and the second will be dependent upon sub- 
jective factors and also upon the skills and knowledges which the 
pupil can learn to utilize. 

In the last fifty years, musicology and musical criticism 
have contributed their findings to the general body of musical 
knowledge, so that at present there are many fine textbooks for 
music appreciation, all consistently in agreement as to which 




composers and which compositions are of major importance, and 
what the qualities of greatness are that distinguish the works 
of the well-known composers* These textbooks are largely con- 
fined to the college l©v9l, and though they agree upon those 
things which the listener should hear in the music, their state- 
ments are of too general a nature to help thn unskilled listener 
find meaning in the mueic as it unfolds * To know, for example, 
that the melodies of Haydn contain many Austrian fulk-tune 
characteristics, or that ho was the first to write string quar- 
tets with four genuinely independent parts, does not help the 
listener follow a Haydn string quartet intelligently • The work 
of Leonard 3. Meyer in presenting the theory of "expectation" 
offers a basis upon which musical listening may be approached 
coherently, a baels which has been accepted as valid by aesthe- 
tlclans and music educators » The theory of expectation, in its 
simplest for®, states that musics motives, phrases and longer 
musical entities are "sound terms" which to the knowledgeable 
listener imply certain other musical entities, as an antecedent 
implies a consequent* Meaning and emotion are created in the 
listener when the expected consequent dees not appear exactly as 
expected* Tension is produced in the listener by th® disappoint- 
ment of his expectations, and the tension is resolved when the 
musical resolution does arrive* The resolution may be delayed, 
may be altered or transformed in one of several ways, but must 
always appear to be a satisfactory consequent to the "sound term" 
or "musical gesture" which set up the listener * h expectations* 
This pattern of expeotation-tension-resolutlon- fulfillment 
happens innumerable times within a single piece of music, 
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control 3 the formal 9l6E&ats of the music from the sm a llest 
®ovlf to the large over-all structure of the work. Therefore, 
the listener 8 understanding of the work is based upon his ex- 
pectations of what will happen as the work unfolds, and his 
pleasure at the unexpected but logical (within the style) and 
satisfactory twists which the composer has utilized to create his 
work of arte 'Affect or emotion-felt is aroused when an expec- 
tation— a tendency to respond— activated by the musical stimulus 
situation, is temporarily inhibited or permanently blocked 55 (4). 
,5 «..the same stimulus, the music * activates tendencies, inhibits 
them, and provides meaningful and relevant resolutions” (5). 

At present, Meyer’s theory is being used for teaching music 
appreciation only at the University of Chicago. Widespread 
utilization of this approach will probably not occur until the 
theory has been translated into a teaching method or system, and 
research lias illustrated its potential for the classroom. 

The problem of this study is to identify the elements in 
music upon which the skilled listener bases his understanding of 
the music and his value jugement of it. It is a fact of art that 
some works are more valuable than others, that the listener hears 
sounds which represent a higher worth than the sounds in certain 
other compositions. These elements of greatness seem to be 
relatively stable and objective? they remain the same for the 
listener upon repeated hearings and lead to similar value judg- 
ments by a variety of listeners; statements by experts concerning 
the qualities < nd characteristics of compositions and composers 
display a high level of agreement. When the listener is unskilled, 
or when the style of the music is unfamiliar to him, (which 
simply means he is unskilled in that styl*) he is less able to 



Identify the elements In the music upcn which to fern a proper 
value judgment. Therefore, music in a new style Is often 
evaluated very differently by a group of skilled listeners, and 
will change Its value for each of them upon repeated hearings. 
Similarly a group of unskilled listeners will disagree upon the 
value of works of high artistic merit because they lack the 
skills and knowledges necessary for understanding and discrimi- 
nation. 

Although aestheticlans have probed into the meaning of &rt 
and the significance of the aesthetic experience, there has been 
no attempt to objectively identify those elements which contribute 
to the aesthetic experience* Musicians are able to agree upon 
statements describing what is heard in a particular composition, 
but there has been no attempt to discover, within a controlled 
situation, whether the musician * s focus as he listens is upon 
those things which his spoken statement posits as important* 
Philosophical thought has centered upon the art object itself 
and upon how it communicates its meanings to the percipient. Its 
conclusions, though stimulating and illuminating to the individual 
percipient, have not contributed to teaching and learning because 
they lack objectivity and concreteness. The present study 
attempted to objectify the crucial elements in art music by 
identifying the items stated as important in music by skilled 
listeners, by examining the reactions of skilled listeners In the 
act of listening, by identifying the elements which were common to 
all of them, by identifying the elements which were common to 
experiences with a variety of styles of music, and by comparing 
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these with the reactions of unskilled listeners and the elements 
which the unskilled considered important in the music. 

This has little practical value for teaching unless the 
skills and knowledges can be discovered which are used in recog- 
nizing the crucial elements of art music. Aural skills are 
thought to include tonal memory, melodic, harmonic and rhythmic 
sensitivity and recognition of instrumental timbre. Probably 
auditory-visual skills also contribute to musical listening. 
Essential knowledges are thought to include recognition of style, 
both of a particular period and a particular composer, knowledge 
of the general philosophy of art of the period (such at, the 
doctrine of "Affects" of the baroque), perhaps the historical 
position of any particular style or composer, perhaps the sooial 
and technological conditions determining quality of Instruments 
and type of artistic patronage. Whether performance skills are 
necessary for musical listening is not known. The assumption in 
public school music has been that playing an instrument or sing- 
ing was the best way to develop an understanding of music, pre- 
sumably this understanding to include listening. Results of the 
emphasis upon performance have strongly indicated that musical 
understanding 5.s not fostered on the sole basis of performance, 
but this is not to negate the possibility that some familiarity 
with the problems and techniques of performance might greatly 
enhance the listener* s understanding of what he hears. 

The project did not include an investigation into possible 
emotional factors present in musical listening. That music pro- 
duces emotional responses is well established, (6) but in the 
opinion of Meyers and others (7) this is an undifferentiated 



J 



-9- 




response which will conform to the listener* s intellectual re- 
sponses. Even if this is not so, the practicality of shaping 
emotional responses in classroom teaching is limited to the use 
of good psychological principles of learning and of group dyna- 
mics. The study did not propose to discover factors necessary 
for liking music, but for understanding it; the emphasis was upon 
discrimination rather than preference. For applicability to 
classroom practices, the study was most appropriate to the point 
of view of McKurray, (8) who proposes that teachers should not 
attempt nor expect to teach pupils a stronger liking for music 
but should show pupils what is to be found in music. 

Public school music has in the past been characterized by 
a lack of emphasis upon achievement, upon systematic progress 
toward set ^j&ls, and upon evaluation. Whether music as a whole 
1c considered or a single facet such as music appreciation, the 
lack is apparent. Colwell (9) round in a study of elementary and 
high school students that pupils do not progress in achievement 
from one year to the next, but often remain at the same level of 
musical learning for several years or even regress in learning and 
achievement. The paucity of learning in relation to the amount 
of time spent in unsic suggests that music should utilize more 
6f the elements of the disciplines, such as method, systematic 
evaluation, research into teaching materials and learning exper- 
iences, and graduated goals for each grade level. The present 
project was aimed at discovering an objective basis upon which a 
method for teaching one phase of music may be organized, that 
phase being appreciation. It was hoped that the study could 
result in these advantages: first, the study could pmduce a 
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clearly defined description of what the expert listens for in 
susic, enhancing the introspective statements of aestheticians 
and the valuations of the listening textbooks. Second, the 
description of what experts listen for and actually hear in the 
music could be utilized to validate the theory of expectation of 
Meyer* 8. The study could indicate whether the theory of expec- 
tation is a fruitful basis upon which to organize grade school 
teaching units in listening, and could determine whether another 
approach based solely upon the findings of the study is more 
advantageous for learning. Third, the study could provide infor- 
mation indicating whether contemporary music offers different 
listening problems from earlier music, thus requiring different 
teaching and learning experiences. Fourth, the study could 
determine the specific skills and knowledges needed to listen 
with understanding, and the relative role of each. Fifth, the 
study could reveal how much achievement can take place in on& 
year in discrimination of classical music. Sixth, the study could 
provide evaluative instruments in an area of music for which 
there are at present few satisfactory evaluative tools, if any. 
Objectives: The specific objectives of the study were: 
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*5°®? ei2meats 1x1 ffiU3ic upon which the 
expert in listening actually does make his value 

StoVtoS SlrnSSf 06 betW6en the 8tet8d 

tn the | e ausieal value elements conform 

to Meyer '8 theory of expectation. 

wS! 1 ! 00 ™* Kh8 ! her 411886 elements are the same for 
SS- 18 . 8 ®! nonexperts, irsludiag listeners with 
specific musical interests and those without. 
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5. To discover whether those elements are the same for 
all styles and periods of music, and for music of 
varying degrees of artistic merit. 

6, To identify the skills and knowledges used by experts 
in recognizing the value elements in music. 

T. To determine whether these are the same skills and 
knowledges as those implied by the theory of expecta- 
tion. 

8. To discover whether these skills and knowledges are 
consistent for listeners making similar value judg- 
ments; to determine whether such skills and knowl- 
edges are necessary in recognizing musical elements. 

9* To determine the amount of these skills and knowledges 
necessary to make valid value judgments. 

10. To organize a basic methodology for teaching recogni- 
tion of these musical elements, based on Meyer* s theory 
of expectation. 

11. To organize and teach a year*s music listening course 
to fifth grade school children, the unit limited to one 
style of music, namely classical. The unit will have 
as its objectives understanding of the classical style 
and ability to discriminate between superior and 
Inferior music in this style. 

12. To select or create evaluative tools with which to 
measure musical listening in relation to musical skills 
and musical knowledges. 

13. To determine by means of the evaluative tools the 
feasibility of the four different methods and emphases. 
To determine whether it is possible to teach musical 
understanding and discrimination to grade school 
children based upon the findings of the preceding 
parts of the study. 

Related Research ; Research in musical listening is limited in 
quantity and in its direct relationship to the proposed study. 

The zaajor*.ty of experiments which have been conducted pertain to 
teaching methods rather than to the listening experience itself 
or the skills required for it. However, in this latter category 
there have been some few studies which show the need for training 
and indicate that appreciation is a learned response. Using the 
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Or e g on Muqleal Discrimination Te ? ta. Bugg ( 10 ) found that trained 
subjects were both more accurate and more consistent in their 
musical judgment than those without training. Subjected to a 
brief period of training, both groups improved in their ability 
to make correct discriminations. Gernet, ( 11 ) using a test of 
his own making, explored musical discrimination from grade school 
through college, and concluded that training is one of the princi- 
ple determinants of the level of appreciation, that appreciation 
is a learned response. He also found that increases in intelli- 
gence and musical aptitude produced statistically significant 
differences in appreciation. The study by Rubin-Rabeon (12) 
produced similar results relative to training, but showed a very 
low correlation between the intelligence and musical discrimina- 
tion. Two studies dealt with the relationship between musical 
taste and capacity or talent. Pay and Middleton (13) found that 
those with more talent as measured by the Seashore Measures of 
M u s 1 cal t _ T al ent had significantly better taste. Since the more 
talented are frequently also the more highly trained, the fact 
that this study did not account for training makes i^s conclusions 
subject to question. However, the same conclusion was reached by 
Kyme, (14) who obtained correlations from .56 to .83 between 
scores on a Test of Esthetic Judgment and teacher ratings of 
musical capacity. 

Two studies indicate a skill and a knowledge important for 
listening. 3ugg and Herpel (15) determined that tonal memory has a 
positive correlation with music appreciation. The Pberle study (16) 
found that technical analysis contributed significantly to 
achievement in music appreciation, hut may be questioned since 
it measured achievement by a purely factual test. 




A series of studies by Eevner (17, 18;, 19} into elements of 
ejipr«R8ioa In oxsic are informative but of little value to the 
present study, since they define expressiveness as ®j5ood, a and 
explore the relationship between tempo, node, rhythm, pitch and 
melody and the w/jot of the nusie as perceived by the listener* 

The present sWdy will avoid references to the prograanatie or 
stood aspects of music unices these enter unmistakably into the 
value judgments of experts* 

Recent studies by Oolwell (20, 21) with groups of seventh 
grade pupils indicate that nusical preferences after six years 
of Rusic are strongly for popular and conaerclal nusie, and that 
training had little effect on preferences* Colwell (23) found 
in a study on the ability of grade school pupils to discrlninate 
between saslcal performances and unnuaical performances, that 
chronological age was not a major factor in ability to discrlmi'* 
nate. Rot until late hlgn school or college was saturation and/or 
training evident; however, it was evident that certain types of 
music such as classic and baroque were much easier to correctly 
discrlninate than other styles presumably due to the cultural 
milieu in which the students were raised. 

There is no shortage of materials on music appreciation or 
music listening* Books and doctoral dissertations have been 
written on almost every conceivable phase. Including listening 
for the elementary school student, high school student, college 
music major, in humanities courses and for the lay public* 

However, few of these materials address the real problem of 
contributing through education to the understanding and perception 
of music as an art form* Elementary texts devote their space to 



storie* about the compos ars and the music, books Tor older persons 
repeat this error or become completely intellectual with a simpli- 
fied music history approach. Some texts attempt to do both, 
others appear to have good intentions but end up so badly 
organised that no systematic ordering is perceptible. Even in 
the best books, it is only through implication that one can begin 
to obtain any insight into what should be taught to obtain the 
goals that all espouse. 

In order to save future researchers a great deal of time, 
an annotated listing of over 200 music appreciation books is 
provided. These books were scrutinized for statements regarding 
the elements of music necessary in learning. List A consists of 
the texts found to have real merit in the Information they offer 
as to the skills and knowledges a student should have to listen 
intelligently and obtain the reactions Mayers 1 theory implies. 

List B includes those books found to be of negligible value in 
this area. 
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Abraham, Gerald 
This Modern Music 
2?oddeston, England, The Clock 
House Press, 1933 

Leals primarily with con- 
temporary idiom stylistically 5 
good chapters on discord, 
chords and harmony, modern melo- 
dy and form® 

Copland, Aaron 

What to Listen for in Music 

Lew York, McGraw-Hill Book Co., 

1937 

Listening from composer* s 
standpoint. Uses works fros all 
periods. Elements of music- 
rhythm, melody, harmony, tone 
color, musical texture and 
structure. Forme of music- 
sectional, variation, fugal, 
sonata, fres opera, c or tempo r-*- 
ary music, film music, record 
list and bibliography. Listen- 
ing on "musical" rather than on 
"sensuous" or "expressive” plan. 
Written for the man in the 
street. Style similar to Bern- 
stein TV talks— for the adult 
reader. 

Dunham, Richard 

Music Appreciation in the Public 
Schools of the United States 
1897-1930 

Doctoral dissertation. Univer- 
sity of Michigan, 1961 

A general description of ob- 
jectives and methodology of 
music appreciation courses up 
to 1930. Although the newest 
ideas are over 35 years old, a 
good background for the scholar 
interested in instruction in 
listening. 

Erickson, Robert 

The Structure of Music, A 

Listener’s Guide 

New York, Noonday Press, 1955 

Study based on melody with a 
detailed discussion of melodic 
el3ment8> Uses twe major tech- 
niques, counterpoint and 
orchestration, for discussion. 



Fish, Araod and Gordon Hardy 
Music Literatures A Workbook for 
Analysis 

Ne*r York, Lodd-Mead, 1963 
Collection of examples with 
suggestions for analysis which 
migh t be useful in preparing a 
list of fundamentals. 

Miller, Hugh M. 

Introduction to Music 
New York, Barnes and Nobles, Inc.. 
1958 * 

Includes fundamentals briefly 
stated, with large listening lists. 
Unimaginative • 

Batner, Leonard 
Music, The Listener's Art 
New York, McGraw-Hill Book Co., 
Inc., 1957 

Highly reco?smended. Detailed 
discussion of musical elements and 
their relationships, with musical 
illustrations and charts and 
summaries. Historical section is 
concerned with musical style. 

Sessions, Roger 

The Musical Experience of Composer, 
Performer, Listener 
Princeton, Princeton University 
Press, 1950 

Well worth reading but not use- 
ful In the classroom situation. 
Reader must have musical background 
to be discriminating. 

Smith, Wesley E. 

A Pltia for Organizing the Labora- 
tory Listening Experiences of a 
Symphonic Literature Course at 
St. Lawrence University 
Doctoral Dissertation, Teachers 
College, Columbia, 1952 

Developed a guide and resource 
chart for independent listening to 
18 symphonies. Organization on 
timbre, themes and rhythm. 



List A (cont.) 



Ulrich, Homer 

Music t A Design f or Listening 
Hew York , Hareourt Brace and 
Co. f 1957 

Bart One: Elements and Forms, 
Part Tiro: History and Literature. 
Recognition of basic principles 
of motion-rest; tension-release. 
Good format. For college stu- 
dents or for teachers. Hell 
written. 

Zucfcerkandl, Victor 
Sinse of Kusic 

Princeton, Princeton University 

Press, 1959 

Influenced by Schenker on ele- 
ments of music. Technical but 
worth looking at. 
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Abbott, Lawrence 
The Listener's Bool: on Harmony 
Philadelphia, Theodore Prosser 
Co., 1941 

Operates on principle of great- 
er enjoyment by no.apract icing 
knowledge of harmony. Beals in 
generalities and unmeaningful 
descriptive terminology (e.g., 
p. 43, the diminished triad 
cx*eat08 an ominous effect.) 

Adler, Lawrence 
New Values in Music Apprecia- 
tion 

New York, Roerich Museum Press, 
1935 

Emphasizes listening in 
terms of own experiences and 
past. No fundamentals 

Bagar, Robert and Louis 
Blancolll 

The Concert Companion 
New York, Wlttlesey House, 1947 
Bescriptlon of composers and 
works. 

Bailey, Eunice 

Biscoverlng Music with Young 

Children 

1958 

Bissusses rhythmic activities 
of young children, perhaps 
usable up to 2nd grade. 

Baker, Ellen F„ 

The Wonderful Story of Music 
New York, Thomas Y. Crowell Co., 
1536 

Musical novel. Story between 
a woman, a proficient musician 
her niece and nephew. 



Barbour, Harriot Buxton 
How to Ttach Children to Know 
Music 

New York, Smith and Barrell, 1944 
Bevel opment of music apprecia- 
tion from early childhood. Be- 
emphasis on music, emphasis on 
stories. Poor choice of 
literature. 

Barbour, Harriet B. and Warren S. 
Freeman 

A Story of Music 

Boston, C.C. Birchard and Co., 1937 
Palestrina to Strauss. Rela- 
tionship of music to history, 
geography and social progress. 

An art growing with civilization. 

Barlow,. Wayne 
Foundations of Music 
New York, Appleton Century- Crofts , 
1953 

Introduces many technical terms 
and small details but never really 
hits important essentials. 

Barzun, Jacques 
Music in American Life 
Garden City, New York, Boubleday 
and Co., Inc., 1956 
More about American life (i.e. 
society) than music. No 
fundamentals. 

Berg, Bavid Eric 
The Art of Listening 
New York, The Caxton Institute, 

1927 

1A fit.fi t.ViO rtfwtmal Amawfo 

c> w w Mirn vINvil V y J 

rhythm, meter pattern, harmony 
and 33d so on. Becomes nonmusicai 
as it precedes. 



Baldwin, Lillian Luverne 
Listeners Anthology of Music 
Volumes I and II 
Morristown. New Jersey. Silver 
Burdett Co. , 1948 

Beals with composer's lives 
and standard rorks. No funda- 
mentals; historically says "In 
the beginning was Bach." 



Bernstein, Leonard 

The Joy of Muslo 

New York, Simon and Schuster, 

1959 

A Collection of seven Bernstein 
TV scripts preceded by several 
pseudo-sophisticated imaginary 
dialogues; illustrated with pic- 
tures from Bernstein's TV produc- 
tions, with many musical examples. 
Interesting but not useful except as - 
side reading. 



i 
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List B 

Bernstein, Martin 
Introduction to Music. 2 nd 
Edition 

Er > leu‘ood Cliffs, Mew Jersey, 
Prentice-Hall, Inc., 1951 . 

Textbook. Some attempt to 
describe .fundamentals but pri- 
marily a survey of music after 
J. S. Bach. 

Bissell, Arthur Dart 
The Hole of Expectation in Music 
Doctoral Dissertation, Yale 
University, New Haven, 1921 
No elements of music. 

Bookman, Guy A. and William J. 
Starr 

Scored for Listening: A Guide 
to Music 

New York, Harcourt, Brace and 
Co., 1959 

Primarily an anthology of 
definitions of musical terms. 

How to follow a line score, 
rhythm and structure, presenta- 
tion and development of musical 
ideas, forms and types, line 
scores and brief analyses. 

Boekelheide, Viola Ethel 
Some Techniques of Assessing 
Certain Basic Music Listening 
Skills of Eight and Nine year 
Olds 

Am Arbor, Michigan University 
Microfilms, i960 " “ 

Attempt to find answer to 
problem of guided listening by 
focus on recipients of music 
rather than on teacher. Center- 
ed more on child psychology than 
on the music. 

Boyden, David D. 

An Introduction to Music 
Newark, Alfred A. Knopf, Inc., 

Section on fundamentals but 
not particularly illuminating. 



(c mt. ) 

Brower, Harrietta 
Story-Lives of Master Musicians 
New York, Frederick A. Stokes 
Co. , 1923 

Incidents in lives of such com- 
pc ers as Palestrina, Handel, 

Haydn, Schubert, Chopin, Beethoven, 
and Wagner. 

Brown, Abbie Farwell 
The Boyhood of Edward MacDowell 
New York, FA Stokes Co., 1924 
Another nonmusical elementary 
book of inaccuracies. 

Bruxner, Kervyn 
Letters to a Musical Boy 
New York, Oxford Press, 2nd ed., 
1954 9 

No fundamentals. Superficial 
treatment of composers, perfor- 
mance, etc. 

Buchanan, Fannie 
How Man Ma;te Kusic 
Chicago, Follett Publishing Co., 

1936 

Child's history of music. Also 
includes biography of Dan Emmett 
and Stradlvarius. A number of 
musical scores included. 

Buchanan, Fannie H. 

Magic Music 

Bes Moines, Wallace Publishing 
Co., 1931 

Colorful illustrations, stories 
of great compositions. 

Burch, Gladys and Helmut Ripperger 
The Junior Musical Quiz 
New York, G. Schirmer, Inc., 1940 
Twenty-five quizzes on music. 

Burch, Gladys and John Wolcutt 
A Child's Book of Famous Composers 
New York, A.S. Barnes Co., 1939 
Twenty biographical sketches. 
Historical setting with style of 
music from child's point of view. 
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Cahn, M. K. 

Music Listener's Guide 
San Francisco, Forman 
Publishing Go*, 1954 

Based on ideas from his 
dissertation. 

earner, Kathleen and Jerome 
Fastens 

The Child's Book of the 
Symphony 

York, Howell, Soskin and 
Co., 1941 

Ten symphonies explained, 
analyzed and presented in story 
form. Beethoven Fifth, Haydn 
Surprise, Schubert Unfinished, 
Mendelssohn Italian. Writes 
cut themes simply. List of 
best recordings. 

Clarkson, Edith Margaret 
Let' 8 Listen to Music 
Toronto, Canada, G„ V. 

Thompson Limited, 1944 

One-hundred lesson outlines 
on specific pieces. 

Cline, Sarah Yancey 
Let's Explore Music 
Boston, New York, Ginn and 
Co., 1940 

(to accompany a music 
series. ) Series of lessons for 
grade school. Little to do with 
music. 

Cohn, Arthur 

The Collector's Twentieth 
Century Music in the Western 

Philadelphia, Llppincott, 1961 
Series (Keystone books in music) 
Discussion of recorded music 
of 27 contemporary composers. 
Stylistic features subordinated 
to generalization about specific 
works. 



Cook^ James F. 

Standard History of Music 
Philadelphia, Shsodore Presser 
Co • | 1936 

Musis history organized into 
43 lessons. Self-instruction. 

Cooke, James Francis 

Young Folk's Ficture History of 

Philadelphia, Theodore Presser 
Co., 1925 

Can cut out and paste these 
pictures. 



Cooper, Grosvenor 

Learning to Listen: A Handbook 
for Music 

Chicago, University of Chicago 
Press, 1957 6 

rt 4 .? tresses ^stening to 18th and 
19th century music tinder the head- 
ings of rudiments, movement, har- 
mony, form, color and style. 

Copland , Aaron 
Copland on Music 
New York, W.W. Norton, 1963 
Selection of diverse ^ssays. 
Interesting reading but no 
fundamentals. 



Copland, Aaron 
Music and Imagination 
Cambridge, Massachusetts, Harvard 
University Press, 1952 

Interesting reading but con- 
cerned with ideas of importance to 
Copland rather than as a text book, 

Copland, Aaron 
Our New Music 

New York, McGraw-Hill Book Co., 19/ 
ideas formulated from articles 
and lectures since 1927. Presents 
case for 20t2i century music be- 
ginning with the 19th century. 



Cooke, James F~ 

Musical Flayetg for Young Folks 
Philadelphia, Theodore Presser 

Co . 5 1917 

Scenes from lives of great 
composers to be acted out. 



Cotton, Marian and Adelaide Bra i bur 
Music Throughout the World 
Evanston, Sammy Birchard, I960 
Beals with music by nationality; 
an involved approach for a whole 
book. 
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List B (cont«) 



Coz, M. , C, Althea, and Alice 
Chapin 

Imaginary Biographical Letters 
from Great Masters of Music 
Philadelphia, Theodore Preseer, 
1911 

Letters to a young reader 
describing events in the com- 
poser's lives. 

Crawford, Althea and Rebek&h 
Pictured Lives of Great 
Musicians 

Boston, C.C. Birchard and 0o<», 
1924 

Bach, Beethoven, Haydn, 
Mozart, Schubert and Wagner* 
Many life incidents, lots of 
pictures and sprinkled with 
musical themes. 

Curtis, Natalie 

The Indian's Book 

New York, Harper and Brothers 

Publishing Co.,, 1935 

Indian music and Indian folk 
lore (North American). 

Dali la, Leon 

Listener's Guide to Musical 

Understanding 

Dubuque, Iowa, tf.O. 3rown, 

1959 

An ordinary college music 
appreciation text. Easy 
source of examples of various 
form, rhythms, etc. 

Damro8ch, Walter, G. H. 
Gartlanand K. W. Gehrkens 
Teacher's Manual on Musical 
Appreciation 

New v ork, Hinds, Haydn and 
Eldridge, 1923 

Story approach, no funda- 
mentals. Also see notes of 
Damroeeh music appreciation 
broadcasts. 

Darrell, R. D. 

Good Listening 

New York, Mentor Books, 1955 
Primarily a listening guide. 
Sets up no detailed Mstening 
criteria. 



Dorian, Frederick 
History of Music in Performance 
New York, W.W. Norton, 1943 
On musical interpretation. 

Worth reading but no categoriza- 
tion of musical elements. 

Downes, Edward 

Adventures in Symphonic Music 
New York, Rinehart and Co., 1944 
Musical wozks grouped into 
programs; e.g.. Humor in Music, 
Symbolism in Music. 

Downes, Irene, editor 

Clin Downes on Music 

New York, Simon and Schuster, 

1957 

Collection of reviews 1907-1955. 
Interesting reading but not ueeful 
discussion of music Itself. Termi- 
nology vague. Concentration on 
performance. 

Earhart, Will 

Music to the Listening Ear 
New York, M. Witmark and Sons, 1932 
Textbook (harmony). Leals with 
fundamentals but says nothing 
worthwhile. 

Eberle, Alma M. 

A Controlled Experiment to Deter- 
mine the Value of Technical Analysis 
in Music Appreciation 
Master's Thesis, M.Ed. , Pennsylvania 
State University, 1936 
No fundamentals. 

Erb, J a Lawrence 

Music Appreciation for the Student 
New York, G. Schirmer Inc., 1936 
Handbook for music students. 
Traces art song, folk song, ora- 
torio, cantata and opera. Makes 
study of piano, organ, symphony 
orchestra, and the groups. 

Ewen, David 

Complete Book of 20th Century 
Music, 2nd edition 
Englewood Cliffs, New Jersey, 
Prentice-Hall, 1959 

Primarily composer oriented; 
critical analysis of style, biog- 
raphy, list of works, etc. 

Reference. 




List B (cent, ) 



Ewen, David 

Home Book of Musical Knowledge 
New York, Prentice- Kail, 1954 
Primarily concerned with 
facts— definitions of terms, 
forms, etc# and composer's 
lives# A one-volume collec- 
tion fcr the amateur. 



Finney, Theodore Mitchell 
Hearing Music: The Art of 
Active Listening 
New York, Harcourt Brace and 
Co., 1941 

elements, poorly verbalised 
ana lit cl e system of organization. 



Ewen, David 

Lighter Classics in Music 
New York, Arco, 1961 

Primarily biographies of 
composers in alphabetical order* 

Even, David 

Musical Masterworks, 2nd ed. rev, 
New York, Arco, 1954 

Factual, story telling and 
biographical. Background infor- 
mation on music. 

Faulkner, Anne shaw 
What We Hear in Music 
Camden, New Jersey, Victor 
Talking Machine Cc., 1928 

Comprehensive guide. Biogra- 
phies, stories of opera. Growth 
of symphony orchestra. List of 
records. 

Ferguson, Donald N. 

History of Musical Thought, 3rd 
ed. 

New York, Appleton— Century- 
Crofts, 1959 

Test for co3.1egc use. His- 
torical approach and very tech- 
nical. No separation of funda- 
mentals from text proper. 

Ferguson, Donald N. 

Masterworks of the Orchestral 
Repertoire: A Guide for 
Listeners 

Minneapolis, University of 
Minnesota, 1954 

Commentary n specific pieces 
originally 

Sv\rztten for perfor- 
mances by the Minneapolis 
Symphony Orchestra. Superfi- 
cial analysis, no elements of 
music. 



Fundamentals of Music 
Appreciation 

^fcTk, Longmans Green, 1955 
Cannot teach appreciation 
-P* 5) Appreciation synonomous 
with enjoyment; based as melody. 

harmony, rhythm, timbre, form. 

Fisher, Wm. R„ 

The Construction and Validation 
of an Instrument to Measure 
Music Appreciation 
Doctoral Dissertation, Boston. 
Boston University, 1949 

Measurement of music apprecia- 
tion-interest lies mainly in 
statistics and testing, little 
concentration on perception of 
music. 

Fiske, Roger 

Listening to Music: A Guide to 
Enjoyment, 2nd ed. 

London, G„G. Harrap, 1964 

Primary concern with external 
descriptions. Orchestral instru- 
ments and program music take up 
large portion of matter. 

Fleming, William and Abraham Veinus 

w rmoiu 

New York, Henry Holt, 1958 
Sketchy. * Seems to take 
Beethoven as norm for all 
©xsjnplfi 3 • 

Gemet, Sterling L. 

Musical Discrimination at Various 
Ages and Grade Levels 
College Place, Washington, The 
College Prees, 1940 

Concerned with mechanism of 
testing and psychology rather t han 
musical factors. 



List B (eont.) 



Gest, Elizabeth 

Tfhat Every Junior Should Know 

About Music 

Boston, Boston Music Co., 1935 
Short history; music forms 
discussed and short life sketches 
of composers. 

Gillet, Frances M. 

The Aesthetic Approach to 
Music Appreciation 
MM Thesis, Ann Arbor, Univer- 
sity of Michigan, 1951 

Studies the effect of music 
and how to get the effect across 
but never looks at the music it- 
self to answer question of why 
the particular effect occurs. 

Go ets chius, Percy 

The Homophonic Forms of Musical 

Composition 

New York, G. Schirmer, Inc., 

1926 

On fundamentals -phrase , 
period, song form etc. For- 
biddingly divided into a series 
of outline-form paragraphs; 
doubtful value. 



Graf, Max 

Composer and Critic 
New York, W.W. Norton, 1946 
Written by music critic, 
1890-1938 in Vienna > Historical 
survey of musical criticism 
(journalise mainly in mind) with 
no mention of fundamentals. 

Gross, Madeline 

Beethoven, The Master Musician 
New York, Doubleday, Doran and 
Co., 1931 

Another story book. 



Gross, Madeline 

Deep Flowing Brook 

New York, Henry Holt and Co. t 

1938 ’ 

Fictional story of early life 
and family life of Bacb. 
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The Listener's Musical Comnanlon 
New Brunswick, New Jersey, "Rutgers 
University Press, 1956 

Laudable approach through use of 
the music itself. Almost too little 
verbal material on fundamentals. 



Goetsehius, Percy 

The Larger Forme of Musical 

Composition 

New York, G. Schirmer, Inc., 
1943 

Examples and descriptions of 
categorical forms, nothing on 
fundamentals. 

Gordon, Dorothy 
Treasure Bag of Game Songs 
New York, 3.P. Dutton and Co., 
1939 

Volume of singing games. 
Grabbe, Paul 

Story of One Hundred Symphonic 
Favorites 

New York, Grosset, i960 
Storybook approach. 



Haggin, B. H. 

Music for the Man Who Enjoys Hamlet 
New York, Random House, 1944 
Tor sophisticated adult. Com- 
plex reference system for analvsis, 
nonmusJeal terminology. 

Hahn, Marcus E. 

A Proposed Technique for Investi- 
gating the Relationship Between 
Musical Preferences and Personality 
Structure 

Doctoral Dissertation, University 
of Kansas, 1954 

Relates preference to personality 
type. * 

Halls trom, John 

Relax and Listen: How to Enjoy 

Music Through Records 

New York, Toronto, Rinehard and 

Co., Inc., 1947 

Centers around composer?!, in- 
struments, definitions, terminology. 
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Hansen, Peter 8. 

Introduction to 20th Century 
Kuslc 

Boston, Allvn and Bason, 1961 
Textbook survey. Takes knowl- 
edges of music fundamentals for 
granted. Discussion of cospo- 
sers and specific works make 
extensive listening program 
mandatory. 

Harris, Cuthbcrt 

The Student* 8 Short Course In 

Musical Pones 

Boston, Arthur P. Schmidt, 1945 

Hartshorn, Ms. C s * and Helen S< 
Leavitt 

Making Friends with Music 
Boston, Ginn and Co.„ 1940 
Based on specific pieces and 
composers. No insight into fun- 
damentals. Logic behind organ- 
isation is difficult to see. 

Hicks, Beulah M. 

The Hey to Listening 
Dubuque, Iowa, W.C. Brown, 1954 
Factual outline. Ho under- 
standing of music its el/. 

House, Marguerltte 
O Say Can You Hear? 

New York, Mills Music, 194? 

Story approach. 

Hughes, Charles W. 

The Human Side of Music 
New York, Philo sopliic&l 
Library Inc., 1948 

A fascinating book from 
standpoint of n musio as an 
expression of certain needs of 
society." (xvii). First half 
a fine supplement for teachers. 

No fundamentals. 

Hunt, Reginald 
The Musical Touchstone 
A Course in Music Appreciation 
London, Boo toy and Hawkes, Ltd.* 
1946-48 

Primarily an analysis of 
specific works. Uses the key- 
board. No fundamentals. 



Jacobs, Robert Louis 
Harmony for the Listener 
New York, Oxford University 
Press, 1958 

No discussion of fundamentals, 
only a routine description and 
categorising. 

Johnson, Wm. v?. 

Intelligent Listening to Music; 

A Guide to Appreciation and 
Enjoyment 

London, I. Pitman, 1948 
No clear presentation of 
fundamentals. Tends toward 
false generalizations and 

sketchiness* 

Jones, Archie N. and Floyd Barnard 
Introduction to Musical Knowledge 
Minneapolis, P. A. Schmidt Music 
Go., 1935 

Covers theory, harmony- history, 
musical form, instruments and 
biographies of best known 
composers. 

Katz, Adele T. and Ruth H. Rcwen 
Hearing, Gateway to Music; A 
Complete Foundation for Music 
Understanding 
Evanston, Illinois, Summy- 
Birchard Publishing Go,, 1959 

Presentation of 253 brief excerpts 
with short comment on each. Method 
unpalatable and fundamentals 
obscured. 

Heston, Morton J. 

An Experimental Evaluation of the 
Efficacy of Two Methods of 
Teaching Music Appreciation 
Doctoral Dissertation, University 
of Minnesota, Minneapolis, 1949 
Testing for music preference 
and recognition to decide between 
two schools of thought, exposure 
and augmented exposure. Con- 
cerned more with methods and 
materials 
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Kincella, Hazel 6. 

Around the World in Story 
Hew York, University Publishing 
Co . 9 1939 

Stories of nations, present- 
ing ideals, customs, legends 
and history. Folk songs and 
familiar tunes. 

Kincella, Hazel G. 

History Sings 

New York, University Publishing 
Co., 1940 

History of American music » 
Pilgrims to present day. 
Hopkinson, Billings, Mason, 

Root, Kevin, Foster, Parker, 
Paine, and MacDowell. 

Kinscella, Hazel G. 

Music and Romance, 2nd ed. 

Camden, New Jersey, RCA Mfg. Co., 
1941 

Factual, some attempt at 
historical presentation. Super- 
ficial treatment but loaded with 
stories. 

Kincella, Hazel G. 

Tales of Olden Bays 

New York, University Publishing 

Co., 1939 

Beginnings of music, ancient 
minstrels, lead to story of 
BeXoven's opera Robirhood. Lives 
of Greeks, Italians and Euopean 
musicians. Songs, singing games, 
ballads, art, songs, and arias. 
Old legends, historical tales, 
etc. 

LaPrade, Ernest 
Magic of Music 
Ottenhelmer, 1956 

Liepmann, Klaus 
The Language of Music 
New York, The Ronald Press 
Co., 1953 

A lot of fundamentals, 
sented to look complex. 



Lortie, Jeanne Marie 
Music Appreciation for the 
Elementary Schools 
Cincinnati, Willis Music Co., 

1962 

Games and facts with no rela- 
tion to music. ”Music apprecia- 
tion cannot be taught but it 
can be developed” p. 47. 

Lynch, Virginia and Edna Vance 

Hamilton 

Music and Musicians 
New York, Allyn and Bacon, 1939 
History of music for young. 

Shews start of music with simple 
dance form and how composers took 
these and made sympohonies, sonatas 
and suites from them. Incidents 
in lives of Bach, Beethoven, 

Mozart and Brahms mentioned. 
Evolution of opera and oratorio. 

Machlis, Joseph 

The Enjoyment of Music 

New York, W.W. Norton and Co., 

1956 

Discussion of specific composers 
and works, 3ittle on fundamentals. 

Machlis, Joseph 

Introduction to Contemporary Music 
New York, W.W. Norton, 1961 

Tries to cover a lot of material 
and so skims the surface. Pri- 
marily concerned with categorization 
by composer, elements become 
sketchy because of attempt to 
define modem techniques by com- 
parison with classicist and 
romantic in a few pages. 

Macy, James 0. 

Young People's History of Music 
Philadelphia, Theodore Presser 
Co., 1914 

Child v ' s history of music. 



Pre- 
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Mason, Daniel Gregory 
The Appreciation of Music Series 
A Guide to Music for Beginners 
and Others 

New York, The H.tf. Gray Company, 
1910 

Discussion of fundamentals 
but not useful as illustrations 
used without drawing concrete 
conclusions. Undesirable use 
of nonmusical elements to get 
across musical features (I 
chord compared to an easy 
chair). 

McGehee, Thomasine (Cobb) 

People and Music; A textbook in 
music appreciation 
Boston, Allyn and Bacon, 1929 
Text for junior high school 
use. Nothing but stories* 

McGehee, Thomasine 
People and Music 
Boston, Allyn and Bacon, 1951 
Function of music in the 
lives of people. Large section 
on America as a music loving 
land. 

McKinney, Howard D. and W. R. 

Anderson 

The Challenge of Listening 
New Brunswick, New Jersey, 

Rutgers University Press, 1943 
Music as a sort of nerve 
tickler. Language "The music 
of men like Bach, Handel and 
Telemann. • .possess (e*,) a 
certain strangely baroque 
quality. ” 

McKinney, H. D. and W. R. 

Anderson 

Discovering Music 

New York, African Book, 3rd ed., 

1952 

Little on fundamentals. 
Standard approach through Les Pre 
ludes. Till, L'Apres Midi etc. 



Miller, William K. 

Introduction to Music Apprecia- 
tion 

Philadelphia, Chilton, 1961 

Very brief sktchy outline with 
concentration on recommended 
listening lists. 

Moore, Douglas 

From Madrigal to Modem Music 
New York, W.W. Norton, 1942 
Historical-factual approach. 

No fundamentals. 

Moore, Douglas Stuart 
Listening to Music, Revised 

Edition 

New York, W.W. Norton and Co., 1937 
Elements of music, emphasis on 
instrumental music. Against 
program music— attempts to Intro- 
duce musical concepts. 

Moore, E. V. and G. McGeoch 

Syllabus for the Introduction 

to Music Literature 

Ann Arbor, Michigan, J.W. Edwards, 

1954 

Series of one-page charts each 
on specific pieces giving infor- 
mation on the work. Descriptive- 
on themes and use of instruments, 
etc. 

Murphy, Howard A. 

Form in Music for the Listener 
Camden, RCA Manufacturing Co., 

1948 

Nixon, Rogert A. 

The Evaluation of Selected 
Instructional Materials and Pro- 
cedures which Facilitate the 
Understanding of, and Voluntary 
Listening to Music 
Doctoral Dissertation, University 
of California 

Traced melodies of popular gongs 
• with two matched groups. Doesn't 
get at the problem. 



McKinney, Howard D. 

Music and Man 

New York, American Book 

Company; 1948 

All music presented as back- 
ground for American music. 
Illustrations date the book. 



Norman, Gertrude 
First Book of Music 
New York, Watts, 1954 

Story telling approach. No 
fundamentals. 



I 
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Oberaclorfer, Anne Shaw 
(Faulkner) 

What Ke Hear in Music, 12th ed. 
Camden, New Hampshire, RCA Mfg, 
Co., 1945 

Organized around vocal music 
and nationalism; content is 
mostly historical and factual. 

Paget, Violet (Vernon lee) 

Music and Its lovers 

london, Allen and Unwin, ltd.. 

1932 

Pepinsky, Minerva 
Sixth Grade Children* s Attitudes 
Toward Music of Gluck, Haydn, 
Mozart, and Toward Other Music 
Ann Arbor, Michigan, University 
of Microfilms, 1959 

like-dislike on a small 
sample. 

Phillips, Helen E. 

A Study of Some Problems of 
Music Appreciation Courses in 
the liberal Arts College 
Master * 8 Thesis, J&stman School 
of Music. Rochester, University 
of Rochester, 1944 

Concerned with administrative 
history of the courses rather 
than their content. No funda- 
mentals • 

Potter, Edna 
This Way and That 
New York, Oxford University 
Press, 1939 

Book of singing games. 

Pratt, Carroll C. 

The Meaning of Music 

New York, McGraw Hill Book Co., 

Inc., 1931 

Concerned with psychological 
approach to music. 

Pratt, Carroll C. 

Music as the language of 
Emotion 

Washington D.C. library of 
Congress, louis Charles Elson 
Memorial Fund, 1950 

Nothing on fundamentals. 

Seems to support use of vocab- 
ulary of normusical terms. 



Purdy, Claire lee 

He Heard America Sing 

New York, Julian Messner Inc., 

1940 

Story of Stephen Foster. 

Purdy, Claire lee 

Song of the North — 

WeWiYork^.. Julian Messner Inc., 

Edward Grieg. 

Rafferty, Sadie 

Music Appreciation: An Active 

Force in Child Development 

New York, Silver 3urdett Co., 1939 

Richardson, Henry Handel 

The Young Oosima 

New York, W.W. Norton and Co*. 

1939 

life of liszt through writings 
of Cosima. Gets some Wagner 
and Van Bulow in there. 

Ripley, Frederick and Elizabeth 

Schneider 

Art-Music Reader 

New York, Atkinson, Mentzer and 

Co., 1916 

Attempts to correlate art, 
music and literature. 

Roberts, Mary Newlin 

Young Masters of Music 

New York, Thomas Y. Crowell Co., 

1931 

Composers as human beings with 
real emotions, full of determina- 
tion that led to inevitable 
accomplishments, lots of 
"important '* incidents. 

Rubin, louis J. 

The Effects of Musical Experience 
on Musical Discriminations ~nd 
Musical Preferences 
Doctoral Dissertation, University 
of California, Berkeley, 1952 

Relation of amount of experience 
with ability to discriminate. 

Russell, M. E. and H. Harris 
Guide for Exploring Music 
Dubuque, Iowa, W.C. Brown, 1955 
Series of questions and answers 
with sketohy fundamentals. 
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List B (cont.) 



Sal zer, Felix 
Structural Hearing 
Hew York,. Charles Beni, 1952 
Based on Schenker’s theory of 
overall structural unity bv 
reference to the tonic chord. 
Extremely technical and 
assumes the reader has funda- 
mentals at his command. 

Sargeant, Winthrop 
Listening to Music 
Hew York, Dodd Mead and Co., 

1958 

An anthology of dally and 
weekly concert reviews. Basic 
point is that all great music is 
written in the framework of a 
tradition. Little discussion of 
the music— more concerned with 
plots, production commentaries 
and generalities. 

Schmitz, Mary H. 

Little Life Stories of the 
Great Masters 

Philadelphia, Theodore Presser 
Co., 1925 

Composers from Bach to 
KacDowell. Set of questions 
and answers from the life 
stories of the great masters, 
interesting events. 

Schoen, Max 

The Effects of Music 

Hew York, Harcourt Brace and 

Co., Inc., 1927 

Scientific study using re- 
search methods and tools; 
collected essays on types of 
listeners, sources of musical 
enjoyment, mood effects, effects 
of repetition and familiarity. 
Beals primarily with influence 
of music rather than with music 
Itself. 

Schoen, Max 

The Understanding of Music 
Hew York, Harper and Brothers, 

Aesthetics with reference to 
works of others. Ho fundamentals; 



Scholes, Percy A. 

Complete Book of the Great 
Musicians 

£o2n 0n * Oxford University Press, 

Biographical story telling. 
Heavily English slanted. ^ 

Scholes, Percy Alfred 
Listener’s Guide to Music 
Hew York, Carl Fischer, 1933 
Vague on fundamentals, 
specific on cute stories. 

Scholes, Percy A. 

Listener's Guide to M^sie a 
Concert-goer’s Glossary 

Oxford University Press, 

Scholes, Percy A. 

The Listener* s History of Music 
4th ed . 

Hew York, Oxford Universitv 
Press, 1954 

Foj the untrained music !ove*% 
vague and composer centered. 

Scholes, Percy A. 

Miniature History of Music for 
the General Header and the 
Student, 4th ed. 

London, Oxford University Press, 
1935 

Misunderstanding of the ele- 
ments of music * 

Schroeder, Ir© 

Listener’s Handbook, A Guide to 
Music Appreciation 

Ames, leva, Iowa state University 
Press, 1962 * 

Elementary. 

Schwimmer, Franciska 
Grsat Musicians as Children 
Hew York, Boubleday, Boran and 
Co., 1939 

Biographies of composers such 
as Mac Bo well, Mozart, and Bamrosch. 

composer’s lives that 
children can understand. 



•'Si. 
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List B (cont.) 



Sco boy, Katherine and 01 ive B. 
Born® 

Stories of Great Musicians 
Cincinnati, American Book Co., 

1933 

Biographies of Bach, Beethoven, 
Handel, Haydn, Mo zart, Mendelssohn, 
Chopin, Wagner, Schumann, and 
Schubert. Incidents in their 
livas in an attractive manner 
with pictures. 

Shaw, Bernard 

How to Become a Musical Critic 
Edited by Ben H. Laurence, Hew 
York, Hill and Wang, 1961 

A witty collection of Shaw s 
music reviews written from 1876- 
1950 for the London Star and 
World . Worth reading for 
teachers. 

Shaw, George Bernard 
Shaw on Music 

Hew York, Anchor, edited by 
Bentley, 1955 

A collection of Shaw's pieces 
written as music critic in 
London. Fascinating reading 
but not useful for teaching. 

Siegmelster, ELie 
Invitation go Music 
Hew York, Harvey, Irvington-on- 
Kudscn, 1961 

A few fundamentals, a lot on 
instruments and composers with 
technical material in the back. 

Simon, Richard George 
leaching Music Appreciation Re- 
flectively through Problem 
Solving at the College Level 
Mas ter T s thesis, Ann Arbor, 
University of Michigan, 1951 
Ho fundamentals. 

Skelsky, Syd. 

Evenings with Music 
H&w York, E.P. Button and Co., 



Skolsky, Syd. 

Music Bos Book 
Hew York, E.P. Button, 1946 
Storytelling with no mention 
of the music Itself. 

Smith, Edgar H. 

An Experiment to Determine the 
Value of Hotated Thematic 
Excerpts Relative to the Reeog* 
nition of Aural Musical Themes 
Doctoral Dissertation, Hew York 
University, 1952 

Soraatin, Erich 

The Problem of Musical Expression 
Nashville, Marshall and Bruce Co., 
1952 

Beals with psychological and 
aesthetic musical values. A long 
list of specific pieces used in a 
doctoral dissertation as test cases 
in the problem of music expression. 

Soule, Robert 0. 

A College Course in Music 
Appreciation Through Participation 
Doctoral Dissertation, Teachers 
College, Co?„umbla University, 

New York, 1950 

A study of student contribution 
in class to music appreciation. 
Concerned with performance and 
student reaction. 

Spaeth , Sigmund Gottfried 
The Art of Enjoying Music 
New York, McGraw Hill Book Co., 

1938 

Deals with types of music. 
Extreme categorization without 
ever striking anything essentially 
musical. 

Spaeth, Sigmund 

Common Sense of Music 

Hew York, Boni and Liveright^ 

1924 

Musical elements badly presented 
in an effort to be entertaining 
(see p. 132). 



Mostly analysis of standard 
symphonic works. Emphasis on 
Instruments and themes. 
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List B (coat,) 



Spaeth, Sigmund 

Guide to Great Orchestral Music 
New Tor*, Modern Library, 194? 

Primarily a biographical 
dictionary. Nothing before 
Bach and mainly 19th century. 
Includes many composers not 
considered "great 1 * today. 

Spaeth, Sigmund 

Maxims to Music 

New York, Robert McBride and 

Co., 1939 

Traditional proverbs, mottos 
and maxims of the world set to 
music. 

Spencer, Herbert 
Literary Style and Music 
New York, Philosophical Library, 
Inc* , 1951 

The two main essays are on 
Philosophy of Style (Literature) 
and the Origin and Function of 
Music. Deals with aesthetics. 

Stokowski, Leopold 

Music for £21 of Us 

New York, Simon and Schuster, 

1935 

Organized by scales, polyphony, 
fugue, opera, form, etc. Rambles; 
fundamentals buried in narrative. 

Storr, Muriel 

Music for Children; First Steps 
in Appreciation 

Boston, E.C. Schirmer Music Co.. 
1939 

Use of physical movement in 
musical training. (Dai croze 
system ) 

Stringham, Edwin John 
Listening to Kusic Creatively 
Englewood Cliffs, New Jersey, 
Prentice-Hall Inc., 1946 
College level, good us© of 
paintings. Potentially good 
chapters on music and the dance, 
music and the ceremony, and music 
and religion. 



Tapper, Thomas 
First Year Music History 
New York, Arthur P. Schmidt 
Co., 1926 

Taylor, Deems 
Of Men and Kusic 

New York, Simon and Schuster, 1937 
Concerned with composers* 

Taylor Deems 
Music to My Ears 

New York, Simon and Schuster, 1949 
Series of radio talks on a 
variety of topics. Interesting 
reading. 

Taylor, Deems 
Well-Tempered Listener 
New lork, Simon and Schuster, 1940 
A collection of essays based 
on a series of radio talks, with 
articles and reviews written by 
Taylor as a critic. General . 
categories of music from the 
composer* s point of view, per- 
formance and listening. One 
must dig for the gems. 

Thompson, Virgil 
The Art of Judging Music 
New York, Alfred A. Knopf, 1948 
Collection of Herald Tribune 
(NY) articles by Mr. Thompson 
written between September 1944 and 
Aug let 1947 on varied topics. 

Includes many concern reviews. 

Deals with criticism on a rudimentary 
basis, sets up no workable method. 

Thompson, Oscar 

How to Understand Music and 

En^oy It 

New York, Premier Books, 1958 
Primarily stories of composers 
and operas. No fundamentals. 

Ti chler, Hans 

The Perceptive Kusic Listener 
Englewood Cliffs, New Jersey, 
Prentice-Hall Inc., 1955 
Part I— Place of music in 
society. 

Part II— Historical organiza- 
tional system interferes with 
learning. Forbidding for the 
beginner. 
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List B (cont. ) 



Tobin, Joseph Raymond 
Music and the Orchestra 

1961 

Leals with orchestra and 
some history* 

Tosh, Ernst. 

The Shaping Forces in Music 
New York, Criterion Music 
Corporation, 1948 

Fseked with musical examples 
but fundamentals have to be" 
dug out. 

Ulrich, Hcwfcr 

The Education of a Concert Goer 
New York Dodd, Mead and Co., 
1949 

Informal style of introduc- 
tion to music-narrative. 
Interesting reading; funda- 
mentals mixed in with anecdotes. 

Vandevere, Lillian 
Great Men Who ’-fade Music 
New York, Schoeder and Gunther, 
Inc., 1936 

A notebook with cut-out 
pictures of composers. 

Viggianc, F.A. 

Music Listening Evaluation Form 
Dubuque, W.c. Brown, 1958 
Form contains period and 
programatic idea, balance, unity, 
contrast, melodic, monodic, 
polyphonic etc. An interesting 
idea but heavy emphases on per- 
sonal reaction, instrumentation 
and mood adjectives. Emphasis 
on performance rules out 
usability. 

Walker, Alan 

Study. in Musical Analysis 
New York, Free Frees, 1963 
Deals with the principles of 
unity in music influenced by 
views of Schenker, Riti, 
Schoenberg and Hans Keller. 
Fascinating reading. 



Watson, Kauri Brantley 
An Experimental Study of 
Musical Meanings 
Doctoral Dissertation, Duke 
University, Durham, 1939 

Measurement of responses to 
music by testing. 

Wedge, George Anson 

The Gist of Music; A Ready Key 

to Musical Understanding and 

Enjoyment 

New York, G. Sehirmer, Inc., 1936 
Keyboard exercises and descrip- 
tion of examples which do not bear 
related concepts. 

Welch, Roy D. 

The Appreciation of Music 
New York, Harper and Brothers. 

1945 

Concerned primarily with forme. 
Fundamentals treated sketchily. 

West, Alvaretta 
Signposts to Music 
New York, Carl Fischer Inc., 1935 
Melody, Rhythm, Harmony, Form, 
Orchestra and Composers. Appro- 
priate songs and records to 
illustrate work covered. 

Wheeler, Benson and Claire Lee 
Purdy 

My Brother was Mosart 

New York, Henry Holt and Co., 

1937 

Written as if by his sister* 
Gives meanings and explanations 
of unfamiliar musical words and 
phrases at end of book. 

Wheeler? Opal and Sybil Deuscher 
Curtain Calls for Joseph Haydn 
and Sebastian Bach 9 

New York, E.P. Dutton, 1939 
Two musical plays to be 
acted out. 

Wheeler, Opal and Sybil Deuscher 
Edward MacDo::ell and His Cabin 
in the Pines 

New York, E.P. Dutton and Co.. 

Inc., 1940 

Fictional life of MacDowell 
for children* 



List B (con 

Wheeler, Opal and Sybil B&uscher 
Franz Schubert and His Merry 
Friends 

New York, E.p, Button and Co*, 

1939 

Each chapter is concerned with 
a period in Schubert* s life* 

Wheeler, Opal and Sybil Beuschsr 
Joseph Haydn: The Merry Little 
Peasant 

New York, E.P. Button and Co., 

1936 

Child *s story of Haydn. 

Wheeler, Opal and Sybil Beuscher 

Mozart: The Wonder Boy 

New York, E.P. Button and Co., 

1934 

Child's story with some key- 
board examples. 

Wheeler, Opal and Sybil Beuscher 
Sebastian Bach: The Boy from 
Thuringia 

New York, E.P. Button and Co., 

1937 

Emphasis on large number and 
range of compositions. Has 
samples of his music. Child's 
story. 

Williams, Wyndham G« 

Looking and Listening: An 
Introduction to Musical 
Appreciation 
I960 

Takes a notational approach 
to music. No discussion of 
fundamentals. 

Witcomb, Ida Prentice 

Young People's History of Music 

New York,. Bodd, Mean and Co., 

1917 

Traces music from early Chinese 
to present day. Not technical or 
exhaustive. Has song and dance 
forms and lives of great composers. 

Woods, Elizabeth (Robinson) 

Music and Meaning 
Cambridge, Harvard University 
Press, .\932 

Aesthetics. No fundamentals 
or discussion of actual music. 



Chapter II 



In an earlier period a common belief was that researchers could 
and would find definitive answers to questions about what and how to 
teach and correspondingly, how to organise and administer the schools. 
Bo longer, however, do researchers expect to obtain direct answers to 
questions; the functions of research are to assess programs, r^ 0 ce- 
dures and materials, to build up a body of information, and to 

provide the outlook, the stimulation and the guidance for educational 
innovation.*^ 



This project, although related to the public school curriculum, 
did not have as its objectives the development of a curriculum in 
elementary music; it did not attempt to determine what an aesthetic 
experience is in music; neither did it attempt to discover what con- 
stitutes a desirable musical experience in listening. A survey of the 
literature on musical listening reveals a growing concern with the 
aesthetic experience of the listener, and the belief that this is 



not facilitated by H extra musical references” and activities. Dis- 
agreement exists, however, as to whp a truly musical and hence truly 
aesthetic experience is possible. The project did net attempt to 
answer this question*, The project focused on two problems, as 
follows « (1) what would be the skills and knowledges a student would 



need to participate in the musical experience as described by Leonard 3 
Meyer* s theory of expectation, and (2) can these experiences be 
successfully taught to fifth grade children? 

As with any theory, there are those who disagree with Meyer's 
premise, who would state as Baldwin does that the listener needs only 
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enough Knowledge of the ways a composer usee his materials to enrich 
his appreciation of the art and dignify the artist. Such a statement 
reflects the belief that the principal goal of the listener Is 
pleasure— a viewpoint widely held earlier in the century, but on the 
wane until the cult of contemporary music arose with Its need for 
sufficient exposure to create tolerance (and presumably pleasure) in 
the new sounds. Interestingly enough, the advocates of contemporary 
music give hardly more than a nod to the need for understanding modem 

music in the manner that Meyer and others advocate for all art music 
of whatever period. 

In an intensive scrutiny of the writings on musical listening, 

the following texts were found to offer adequate areas of agreement 

with Meyer and also some real insights of their own into the problem 
of listening: 



Abraham, This Modern Music 
Cooper, learning to Listen 
fistner, Music - The Listener’s Art 
Ulrich, Music: A Design for Listening 
Erickson, The Structure of Music 

Miller, Introduction to Music: A Guide to Good liqtenino- 
Sessions, The Musical Experience of Comnoaer r* * 

Copland, what to listen for in Music P ’ ?ertoraer > Hetene: 
Zuckerkardl, The Sense of Music 
Hardy and Pish, Music Literature 
Llepmann, The Language of Music 

Smith, A Plan for Organizing the laboratory listening Experience, 
of a Symphonic Literature Course 8 jsxpenencet 

Brandt, The Way of Music 



All the above authors agree that perceptive listening necessitates a 
clear awareness of what is going on musically as one listens. Hone 
imply that a thoroughly intellectual experience is an adequate one, 
rather that a truly musical experience is some mix of knowledge 
and affect. Further, these authors agree that there are levels of 
listening which correspond to the level of the hearer' information or 
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understanding, each level providing its own kind of enjoyment. She 

more musical details noticed and understood, the more material avail- 
able for enjoyment. 



Extensive documentation of the above could be made, but two 

statements, the first by Abraham, the British author, will suffices 

d ° ? ou lea f n to, speak and understand a foreign tongue? 
By two means, each useless without the other. You must learn 

Jou £!?K *° know the native speaks as he does? And 
you must have any amount of practice listening to the SDoken 
_anguage vo get your ear accustomed to its inflectlone P and 
so on, You cannot learn a language merely by going amons 

oeon?s°«ie a ? d to them — though that is what most 

to ItLltl* 1° t0 do ****•.. •■usio. Nor can one lea£n 

Varies \ lan S ua f e b y P^isg over grammars and vocabu- 

laries alone, You need some sort of guide to the comDcsers 1 

vocabulary and syntax along with a great deal ofkee£ P li!ten- 

thft P n?+? iC ?% lf you are S eauin ©ly keen you must realize 
^S lmat0l y the one tkiag that matters is the "getting 
used to process. No one can help you in that although vou 

a forf?^^ 06 aS %0 t0 get used t0 * one could learn 
language solely through the ear, one must see the 

n»£f?io? d v, S ?? t0nce ? and * e6rn to read suid write them. The 
parallel ho-.ds good with regard to music. The mere listener 

?sma?ns e L h outs?dsr?§ h ° W keenly he Ust8M * n80esearll y ’ 

Ulrich, an American writer- supports this view: 

Ti n!J S ^wf a JP® r l eace Is first of all an adventure in emo- 
Rtfiwrf A s s ^2° an intellectual adventure. Some 

and in the way of complete enjoyment believing that knnvi adtra 

"JJ* PT ur ? and «*t J it is not go?f ^ 
hing of a technical nature, A person who listens onlv from 
the sensory point of view can make contact only with the 
tonal aaterlal itself; this old fashioned attitude is not to 

thatch? 14 is iB the details of the composition 

co?ei indSeS?w r ^ exp f es f^’ ^ iistsner must dis- 
fMCifil 25$ 7 significant details and not call up 



Teaching, then, is not simply exposure. The student can obtain 
high quality exposure through concerts, records, M radio stations, 
and so forth. Or if it is argued that exposure is the task of the 
schools, Muzak plus a printed program is admirably equipped to do 
this. Effective teaching which will accelerate learning requires a 



certain amount of verbalization. One cannot think without some 

verbalization, and though the meaning of music cannot be verbalized, 

and discovery for oneself is critical, guidance to an understanding 

of musical meanings is essential in teaching. That which is actually 

taught must be taught to some extent through words and formalised 
activities. 

This project did not concern itself with the basic issues of 
exposure and verbalization. It made no efforts to answer the question 
of how listening should be taught in the elementary schools. Again, 
the problem it sought to answer was to identify the skills and know- 
ledges needed for a musical experience, and to determine whether these 
skills, and knowledges could be taught to elementary school ohildren. 
Many facets of the study were carried on simultaneously. The 
remainder of the report is therefore divided, tops sally rather than 
chronologically, into (1) Determination of the Elements, (2) Selection 
of Experiences, (?) Trial Stage and Interpretation and Evaluation, 

Determination of the Blemente 

The initial phase of the study was an effort to determine the 
elements actually heard in music by expert listenere or those with 
extensive musioil training. Immediately the problem arose of def ining 
"expert." The Judgment was made that the heads of departments of 
music in the four major mldweetern universities used for this phase 
of the project would be best able to identify these of their faculty 
and graduate students who were accomplished listeners. The task 
proved more difficult than anticipated; little attention has been 
given as to what a good listener is or how to identify him. Heads 
of departments asked their staff and students for help in finding 



qualified "experts,” but accurate identification remained a problem. 

The musicologist has established himself as the authority on listening; 
he is usually more experienced in listening, has a wider range of 
familiar compositions in his "repertoire, " and is therefore in a 
better position to respond to the type of questions posed by this 
phase of the project. As a group, the musicologists were not found 
to hear. and/or verbalize concerning music any better than musio 
theorists, instrumental performers, or music educators* Forty- three 
experts. were identified and completed a test on what they heard in 
music* The group included personnel from musicology, theory and compo- 
sition, performance, music education, and one music librarian* 

The test consisted of a "bla&k score" for £lx widely conti'asting 
musical compositions, on which the experts were asked to write brief 
notes at the specific spots where they heard significant happenings 
in the music* Selections were chosen which would be relatively un- 
familiar, the assumption being that an expert listener might make 
comments from memory on familiar works, rather than recording what 
he actually heard at a single hearing or a few repetitions* Selections 
were chosen as representative of the ma^or art periods from Renaissance 
through Contemporary, in order to discover whether experts tend. to 
hear different elements as important in different styles of music. 

Those elements to which the knowledgeable listener gives his attention 
in a Baroque work may be unimportant or even lacking in a pieos of 
Classical music* The "blank score" test was devised as a method by 
which responses could b© pinpointed in the course of the music rather 
than waiting until a composition was over. The use of a complete line 
score, although a useful device for teaching listening, was avoided 
beoaus© trained musicians are able to hear better with their eyes than 



-37- 



with theii ears; it was felt that a score which included even the 

complete melody or one instrumental part would give too many clues. 

The following musical compositions were selected to be used in 

the experts ! blank score. These were selected in consultstiou with 

colleagues in the school of music at the Investigator's own campus. 

Joequin - Missa Brevis - H Kvrie M 
Handel - Trio Sonata 
Haydn - Symphony # 55 ~ 4th movement 
Schumann - Symphony # 2 - 4th movement 
I iius - Eventyr - M lst part” 

Honegger - Chant de joie - "1st part” 

Each individual who participated in the test was briefed by the 

investigator. The following written instructions were also provided 
Explanation of the Pro ,1ect 



^6ct will use Leonard B» *Meyer f s theorv of 
basis and is supported by the U?I.%|floe^f E lucaUom “ 08 * 

p 088 ibirthoIe^ents°in muslc°Which y the emoert^, *? clo88ly aS 

v«*ss4 ! isiiSfj l !r ^asm^sssi sn 

speolfv S tho4 0 o 0 inL PreSent obJeot - We h °P e you will be*able to’ 
speciiy tho-e points, or passages, or elements in tha mns*e wvhm, 

Jate f significanos orVhioh hSlp In formLf® 

or of the larner 0 ; 6 J “? y iucl lde the potaleV^me 

1 J rger f ee places where the unexpected occurs rhv- 

aifso 8 on*° h Host U o S ft^ e ?he4 h Sf? 1 0t ^ 1 ?, tl08 1 ° f ' PakilcSa?’ compos: 
the great composer^! rom ^ S6M 

you are eiven a°"h?flnv» Ueil identification as specific as possible, 
y §iV6n a blank score for each, coniDosiliion 

violln^partf to a helf a ° tes itches of the^irst 

or SurerL^i^ 

change, arresting rhythm, significant briSgf^assage? 8tc!’fe?c., 



u 
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otc. Or you may prefer to write a single word or short sentence where 
feasible. We assume that there will be &any measures and passages 
where you will wish to say nothing; there may also be measures where 
several important things happen or where several things combine to 
make the spot an important one. We hope you will be complete but 
wILl limit your remarks and notations on the form to those things 
which seem to you to be of real significance in that composition. 

Our plan will be to analyze your answers to identify the sfciDs and 
knowledges necessary and use this as a teaching approach rather than 
the conventional public school approach. Occasionally you nv/jiy feel 
the necessity to explain that knowledge other than purely musical 
is necessary to fully understand and appreciate the composer's 
objectives. 

. Because the mechanics of keeping the place in €he ’’score" 
will present some difficulty, you may find the best approach is to 
listen to each composition first without any reference to the 
blank score fora, noting the things you hear as significant so that 
on repeated listenings with the blanx score form you will be pre- 
pared to note on the form at least some of the Important spots and 
what makea them important. 

No identification of the compositions is necessary. We hope 
they are not overly familiar, although it is difficult/ to select 
representative works which are completely unfamiliar. Each compo- 
sition is drawn from a different period. On the tapes they appear 
in this orders Renaissance (blank score B), Baroque (C), 

Classical (A), Romantic (D), Contemporary (E) and Impressionistic 
(F). All are instrumental except the renaissance work; all are 
complete except the impressionist number (there are 5 measures 
more on .the blank score than on the tape) but it seems to be 
sufficiently lengthy to give opportunity for identifying the 
important elements. 

Anonymity is not neceesary, but neither is personal identi- 
fication— as you wish. 



No stipulation was made as to the number of times the expert was to 
listen to the music in order to identify critical elements. The 
music was provided on tape to provide private, flexible listening. 
Being expert, repeated hearings could result in his locating and 
describing all of the elements in the; music; such a totality of lnfo‘ w *' 
mation would be of no use to the present study— the selectivity which 
results .from one or a few hearings was rauch more useful for locating 
the crucial elements in order to teach them. Items such as tension 
and release points, introduction of new themes, new keys* use of 
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unexpected harmonies or a change of texturs— those things which the 
trained ear selected on a few hearings would be the elements considered 
important by that listener; at least for initial hearings* As 
Ulrich has pointed out, listening is always a process of selection; 
even the accomplished listener selects what he wants to listen for 
in any one hearing* Thus if one knows a piece of music to be a theme 
end variations, he listens carefully for the variation treatments and 
so hears musical elements that would otherwise be lost* 

For the purposes of the study, identification of the critical 
elements in music was necessary for two reasons. First, in order 
to derive from them the knowledges and skills which must be taught 
to children before' they can begin to hear music intelligently regard- 
less. of approach. Second, in order to confirm that these skills and 
knowledges were commonly agreed upon and were the same as those implied 
in Meyer's Emotion and Meaning in Music. 

As might be expected, a few of the experts approached declined 
to take the blank score test* For example, one musicologist stated 
his belief that *bvery note of a composition is of equal importance 
with all the others, and that no discussion of specific elements in 
the music is possible*. Uhis granted, listeni ng like teaching remains a 
selective process. Careful explanations were made to all the parti- 
cipants a tha^t the purposes of the test were to identify elements lead- 
ing to recognition of the necessary skills and knowledges, and that 
the test did not imply. a teaching method. Some who took the test 
found it difficult s ’the blank score was hard to follow;" %he music went 
by .too fast to make written comments possible;" "the listener has to 
count measures ratner than write ” However, on every composition there 
was a sizeable group of listeners who were able to write outstanding 



answers on a single hearing, listeners who possessed perceptive ears 
and fine memories (as well as fast pencils). Obviously the task was 
not too difficult for the real ’’expert." This testing technique seems 
to have real potential; it can no doubt be improved to provide more 
information, and more reliably, than that obtained in this study. 

One such improvement might be to provide measure numbers on the taped 
music without interfering with the music; this would allow for easier 
following of the abbreviated line score. Some system of "shorthand” 
to identify various musical elements would also improve the test. 

As used in this study, the listeners either wrote out in near-sentence 
form the ideas they wished to express, or simply made a hurried sign 
such as a check, exclamation point, and so on, to indicate something 
of importance at that spot. Presumably careful listening by the 
investigator would reveal what it was at this particular spot the 
expert felt significant. The check mark further allowed an indication 
for those items difficult or impossible for the listener to verbalise. 

Three sample answers from the experts* "blank score" test are 
included to illustrate the typical response. These are based upon one 

hearing of the music. Two are scores for the Classical composition, 
one for the Baroque work. 

Results from the blank score tests were predictable and relatively 
consistent. Presumably, experts also listen for those things which 
they have in the past been taught to listen for; therefore, answers 
tended to show agreement though expressed in differing terms or 
phrases. However, the test was definitely superior in the informa- 
tion it disclosed to the other process used for determining how 
experts listen, namely, asking them for their statements of what the 
important elements are in hearing music. Responses to this latter 
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question were often vague, limited, conventional, or not based upon 
experience. The same musician who gave a generalized and conventional 
answer to the question of what was important to listen for in music, 
often wrote revealing, pointed and insightful comments in response 
to the music heard for the blank score test. One of the primary 
blocks in the path to genuinely revealing results from either of 
these two forms of questioning, was the avoidance of past training and 
ingrained beliefs. The experts could net get out of their present 
Intellectual environments to take a fresh look (or hearing) at the 
music and react to it divorced from their acquired reactions. Experts, 
and lesser experts, listen for the items they have been taught are 
irepvi vfcUjt ; their statements reflect the general statements found in 
the better textbooks, where agreement was universally present on the 
important musical elements. Experts did not agree on procedures of 
teaching; but a large majority indicated that listening to music is a 
complex .business , sophisticated in nature, and that early training 
in the schools was of great importance if the individual were to 
listen perceptively as an adult. 

4 

For the sake of comparison, some of the listeners were provided 
with genuine scores to follow as they listened to the selections. 

Those with scores heard far more in the music than those without; 
presumably, in some places where a sound actually did not come through 
on the tape, the individual viewing the score "heard” it. Assisting 
the listening process visually was highly recommended by the experts, 
for it enables one to “hear" more. Neither the mind nor the ear has 
to be as acute when the score is present. 

The factor analysis portion of the design suggested in the pro- 
posal was not carried out. Members of the review committee at the time 
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of the acceptance of the proposal had serious doubts as to whether 
anything would be learned from this statistical measure* This view 
was corroborated by statisticians at the University of Illinois, based 
on the test data available. Factor analysis may offer valuable 
information when several listening tests of high quality are avail- 
able,^ but at present this is not the situation. A second discouraging 
influence was the poor inter-correlation of factor analysis studies 
on music aptitude as reported by Paul Farnsworth 5 in his discussion 
of the studies of Wing, Drake, McLeish, Vernon, Franklin, Karlin and 
Bower. Third, the number of items was so great as to make it prohibi- 
tive, using only experts. 

The following lists offer a fairly inclusive picture of the speci- 
fic musical elements heard by experts in the six compositions, in most 
cases on initial contact with the music or upon limited hearings. 

These elements were considered vital in understanding the music; in 
almost every case they either specify or imply the use of skills and/or 
knovaedges. Of importance for this study is not any exact ordering, 
but that the listener should be able to hear and recognise these 
elements in the ongoing course of a piece of music. A kind of sub- 
conscious recognition of such elements may be sufficient for certain 
levels of musical experiencing, but is not at all adequate for teaching 
musical listening, in the public schools. Conscious awareness does not 
detract from the listening experience, and will aid the experience 
even more as it becomes a habitual act, a mode of listening, rather 
than a consciously imposed process. 

In the list below, actual language is retained in order to 
avoid any misrepresentation. Items are not listed unless they 
occurred more than once. The reader may note a different emphasis 
depending upon the style of the music heard, but with a large core 
of common terms and emphases. 



Renaissance? 



imitation entrances 
V-I cadence 
Ionian cadence 
tempo .faster 
deceptive progression 
authentic . cadence with piagal ex- 
tension. 

sub meter, non support of 4/4 by 
harmonic change 
chain of 4/3 suspensions 
cadence on V 
root movement in 3ds 
prominent bass line 
root movement in 5ths 
ascending repeated melodic line 
sequences 

piagal cadence with tenor orna- 
mentation. 

equality of voice writing 
complete triadic harmony 
sopranos enter imitatively 
coda-like 

overlapping phrases 
polyphonic 
.embellished amen 
flowing contrapuntal style 
tempos . 

largo was pleasant because un- 
expected . 
rhythm unexpected 
homophonic a nice change 
rather. unconvincing crescendo 
entrance off beat 
responses 
codetta 
suspensions 

preparation for cadence 

homophonic to contrapuntal texture 

pattern of entrances 

VI 6 chord 

vague rhythms 

4 / 3 

modal . 

subjective -interpretation of 
dynamics 

resolution .in soprano 
fast moving parts in all voices 
melismatic figuration 
variety in .movement 
some cadences resolve to full har- 
mony ^others to octave and unison 
motet 

Independence of voices 



suspension resolution 
fughetto 
semi-cadence 
chordal 

voices enter at regular intervals 
homophonic opening 
antiphonal effect 
concertante 

swell and fade dynamics 
tempo according to text 
swinging and feeling 
extended cadence 
deceptive cadence 
measured rhythm 
increasing layers of texture 
absence of metrical accents 
masking of cadence by quick 
entrance 

ornamental cadence 
long phrases 
smoothness of texture 
imitation and free counterpoint 
long pedal points 
major third's 
no 3d in cadence 
similar . themes in all three 
sections 

men vs women voice contrast 
falling motiv 
inverted pedal point 
music lags In energy 
literal word painting 
frequent tempo changes 
syncopated 

entrances expected because of the 
melody not because of the bass 
movement in lower parts 
fauxbourdon 
Phrygian cadence 
parallel thirds 
imitation at 5th 
imitation of alto 
melodic contour of an arch 
unusual chordal progression 
harmonic change with counter- 
melody in soprano and bass 
3ds in soprano and alto 
canonic treatment 
formal structure 
ornamental resolution 
ornamental figure imitated 
homophonic movement to an octave 
4 part at cadences 
development of phrases {line) 






Situation 3* Music specialist with two classrooms, in an 
average school located in an industrial suburb drawing from middle 
class families, The school system places special $mpha@i$ on music* 

Situation 4* Music specialist with four classrooms . in an 
average school in the suburbs drawing from middle class families* 

Situation 5. Music specialist with five clasarooss, in an 
average school in the suburbs drawing from the Junior executive 

This arrangement provided four test situations rather than 
the planned two* One class from Situation 5 was combined with 
Situation 1 to make a 4.x 4 arrangement. Situations 2 and 3 were 
combined, to allow for the 4 x 4 design. Situation 4 was left 
intact. . The original design was satisfied in that situations 4 an d 
5 each provided a 4 x 4 design with the same teacher* The addi« 
tional schools strengthened the basic design in allowing certain 
teachers with special skills to participate in tae study, and 
allowing. one situation close-by which tk investigator could 
observe frequently. All the teachers followed the same sequence of 
experiences, with the exception of teacher 4 f who followed the 
origfnal^ completely random design* The design was* 




Time Period 1 Period 2 Period 3 Period 4 



Group A ^(L) X 2 ( A) Xjtt) X 4 (f> 

Group B X 2 {A) X 3 (K) X 4 (?) . r (l) 



2 3 (K) X 4 U?) X^l) Xg(A) 



Group D . X 4 (P) . Xjtt) x 2 (A) Xj(K) 



School 4 



Group A 



X 0 (L) 



X 3 (X) 

X X {A> 

X 2 (I.) 




Group B X 2 (l) 
Group C X 4 (P) 
Group D X,(K) 



x 4 (r) 

Xj(K) 
X, (A) 
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finality of cadences 
interval of fifth very prominent 
doesn’t move to a strong point 
stays in same key 
new style 'more vertical 
composer illustrating words 
tempi and points of emphasis dependent 
on words. 

Baroque : 



bass gets dull 

pulsating monotony of continuo 

modulatory section 

pedal .tone 

harpsichord 

violin entrance 

trill cadence 

chord progressions 

partial cadence 

fugue 

rhythmic feeling 
polyphonic 

change in tone colors 
repetitive melodic aspect-bass line 
predominance of a rhythmic motive 
florid 

entrance of new voices 
question- answer, oboe, strings 
cadence in relative minor 
sequence up and down by steps 
answer at 5th above 
new theme 

developmental section 
relative minor key 
Interrelationship of voices 
patterns introduced by each instru- 
ment 

implied polyphony in single line 

change in .character 

expressive use of ornaments 

use of seconds 

answering. of instruments 

extended cadence or cadenza 

modulation 

parallel thirds 

entrance on IV 

Interesting bassoon melody 

rising 

proceding thru suspensions 
ABA form 



imitation in strings 
inversion of first theme 
driving mechanism 
brilliant sonorities 
answering voices 
unison 

rhythmic interest 

harmonic movement 

countermelody 

begin waiting for end 

countermelody on top 

running bass line 

violin lead, bass line interest 

sequential 

change of instrumentation 
resolution of diminished chord 
duet 

pedal point 
working out 
timbre 
trills 

repetition of rhythmic figure 
rhythmic drive 
melodic independence 
absence of subtle dynamic shadings 
instrumental group of unlike 
qualities 
triplets 

episode, mostly sequential 
modulating downward and a fugal 
prelude 
bassoon notes 
6 bar phrase 
codetta 
episodes 

counter exposition 
new figure 
continuous holding 
episode moving downward 



Classical ; 



rondo 

early Viennese classical style 
Theme ABA 

contrast of dynamics 
simple accompaniment 
concerto style 
rhythmic accompaniment 
8 bar period structure 
4 bar phrases 
rigidity of tempo 
movement to passing cadence 
rhythmic variations 
chord pattern 
parallel phrases 
change from 1st time 
Eb major 
C minor 

violins answer 
reinforcement of rhythms 
important contrasts 
first appearance of winds 
rhythm as theme 
more color 
various instruments 
transitional material 
winds contrast with strings 
inversion 

high point in melody 
repetition is prominent 
variation 
parallel .phrase 
motivic development 
statement in minor 
fuller orchestra 

symmetry, both formal and dynamic 
driving rhythms 

contrast between unison and chordal 
accompaniment 
reprise 
new key 

off beat rhythm 

development 

syncopation 

clever and quick ending, horn in 
5ths 

rondo with some variation of the- 
matic material instead of literal 
repeat 
oboe 

loud, fast, exciting 

instability of key 

after beat in accompaniment 



inversion 

moaulatory passage leading to 
restatement of theme 
alternating bass and upper voices 
crescendo 

deviation of main motive 
harmony 

texture thickens 

alteration with lower strings 

rhythmic edge 

cello answer 

cadence 

statement in bass 
minor, feeling 
contrast in texture 
strings answer 
answer motifs 
sequence 
return of theme 
Interesting part 
antiphony in parts 
2d theme 
change of color 
change of line 
running accompaniment 
broadening of theme 
tremolo 
V' chord 
sudden color 

absence of rhythmic drive 
return varied 

travels even further afield 
progression in quarters 
mood change 

development of melodic idea 
register change 
angular melody 
nice’ counterpoint 
intense 

exchange imitation 
codetta 

surprising key treatment 
varied melodic material on 
return 

contrast strings and woodwinds 
deviation material from basic 
Idea 

more development 
ff-intense 
very busy 

woodwinds bring variety and 
underline movement 
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Romantic g 

large orchestra 
4 measure phrases 
extension 
imitation 
variation 
texture . 
sequence, 
melody In bass 
oboe . and . clarinet 
second theme 
modulation 

deceptive progression 
V y chord to modulate 
pedal point on V 
accent on up beat 

suggested modulations returning 
to. C 

tonic pedal 

plagal cadence 

change to sustained chords 

rise in ©elody in off parts 

cello-bass conrast 

bass pedal 

cnromaticism 

extended .finale 

contrast-steady rhythm 

contrastrclassical progressions 

2d theme cello 

same rhythm, new development 
mixture of elements 
persistence of rhythmic motive 
accompaniment variation on rhythm 
opening figure 
sequence-melodic 

accents give effect of syncopation 

change of mood 

homophonic structure 

return of beginning run 

almost chorale type 

dynamic expressiveness 

IV-X cadence 

extension 

sharp rhythm pattern 

flowing,. no precise rhythm 

half note vs rapidly moving strings 

return to 1st rhythm 

transition 

change of timbre 

new. half note figure 

nontactiye harmony 

drop of octave 

end of exposition 

modulation featuring theme 

typical orchestration 



triple figures 
obbligato type sound 
flute . 

1st theme 
celli ©elody 
strings 2d theme 
scale passage 
development 

motif from introduction 
repeat of theme 
brass 
coda 

chord sequence 
rhythm 
syncopation 
3 climaxes 
accents 

sequential instrumentation of 
rhythm 
rubato 

imitation between high and low 
false bridge 
more development 
answer 

countermelody 
off beat accent 
imitation of theme 
build up 
recapitulation 
2 note. slurs, low and high 
voices 
minor 

descending sequence 
modulation to minor thru neopoli- 
tan chord 
c minor 
eb major 

long pedal point; dominant up to 
11 

theme over and over up a step 
new thematic materials 
theme 2 s tret to and imitative 
modulatory 

superimposed meter, compound duple 
contrast dynamically 
contrast in mood 
lessening of tension 
contrast between beginning and 
intervening melodies 
greater, more abrupt volume 
change 

sweeping melodic line 
emphasis on tonlo chord 
wide intervals 



greater. pitch range 
new rhythm statement 
development statement 
new key 

repeat initial idea 

« 

Impressionism ; 

repeated instrument 
harp 

thoughtful 
agitated 
peaceful . 

entire section sets anticipatory 
feeding 

English Horn predominates 

lush, string sound 

changing colors, contrasts 

oboe-harp 

change of feeling 

rest 

change 

decrease in emotion 
increase in feeling 
climax 

change of mood 
return of melody 
somber 

sectionalized music 
key change-new theme 
rhythmic conflict of flute against 
theme in violins 
non-functional harmony 
illustrative orchestration 
contrary motion 
chord thickens 
anticipatory 
isolated chords 
entrance, expected 
dreadful piece of music-not sure 
representative 

Contemporary! 

themes 

angular 

atmosphere 

imitation 

addition of instruments 
changes in orchestral color 
solo with accompaniment 
rhythmic motive 

English horn and flute dialogue 
(in canon) 
harp added 
feeling of tonality 



returning themes 
flowing 
pizzicato 
woodwinds 

all celll in melody 
various instruments 
building to meter change 
glissando 

instrumentation said mood out- 
standing 
extension 

interesting theme at the 5th 

bass down a fourth 

bridge 

d minor tonality 

-repeat of beginning, end changed 
major tonality 

answering back and forth on theme 
sounds modal 

horns and trumpets, major and 
minor 

up a j step, again higher, up 
again 

down step 
sequence 

2d J of measures 
voicing 

contrast of instruments, lush, 
sweeping 

lyric, texture, color etc. in main 
some rhythm comments 
instrumentation outstanding 



full texture 
theme transposed 
alternation of brasses 
theme motives 

polytonal chords in 4th and 5th 

static harmony 

impressionistic 

addition of parts Imitation 

texture 

juxtaposition of 2 themes and 
polytonaiity 

augmentation of rhythmic motives 







filigree over melody 
vague Debussy style 
extremes of pitch 
contrast 
polytonality 
rhythm figure 
extremes 
colors 

string drive 
answering choirs 
pastoral, ethereal 
growth in intensity 
theme' repeated 

idea repeated at other level 
tension from discords 
oy.fi lx 1 1 3 
harmonics 

counter melodies** harp interest 
theme with different accompaniment 
sequential 

bass prepares new theme 
transition 

answering between choirs 
alternation of tonal regions 
same theme throughout 



« 

minor 3d descending is predomi- 
nant motion 

dissonance for color and percus- 
sive effects 1 
one important pitch, 
tension thru forward push 
contrasting violins 
contrast-stationery and forward 
parallel open chords 
varying degrees of dissonance 
rhythm extremes 
extreme range 
stark harmonic sound 
trumpet vibrato 
cancnic treatment 
3 prrt feeling emphasize, by 
texture 

good illustration of key feelin; 

in recent idiom 
harmony and regulation of 
dissonance level 
theme motivic 

strings and trumpet in canon 
rhythmic motif ties this 
together 



Training: is oovious in these answers, 
a sense of pitch which enabled them to: 



The respondents possessed 



L Discriminate up from down.- 
2. Discriminate skips from scale movement, 

3^ Discriminate chromatic passages. 

4* Remember a melody, recognize it in whole and in part. 

5. Distinguish the theme or themes from other material. 

6. Recognize phrases and motifs. 

7 • Distinguish alterations of the theme, such as inversion, 
embellishment, contraction or expansion. 

8. Recognize the “question and answer" type of melody. 

9. Hear countermelodies. 

10. Recognize and understand development passages. 

11. Recognize instrumental timbre in normal tessitura and 
extremes of range. 

12. Understand chord structure, 

ihe respondents possessed an aural knowledge of harmony which 



enabled them to; 



1 . 

2 . 

3. 



4. 



,.eo ■] •(.: 
.o cognize 
ce cognize 
tri tones, 
Recognize 



U « local center, and the absence thereof, 
roodu) atiom, 

unusual intervallic combinations: parallel fifths, 
parallel first inversion chords, etc. 
cadences, common and uncommon. 




o 



5. Recognize suspensions and resolutions. 

6. Recognize modality, major and minor. 

The respondent possessed a knowledge of instruments which en- 
abled them to: 

1. Determine instrumental color. 

2. Recognize size and kind of performing ensemble. 

3. Recognize thick and thin texture. 

The respondents possessed a knowledge of musical style which 
enabled them to: 

1. Determine contrapuntal, homophonic, canonic, imitative, 
sequential, and antiphonal treatment; recognize melismatic 
and ornamented styles. 

2. Recognize the "normal" styles for any specific period and 
for major composers. 

3. Distinguish between simple and complex music. 

4. Distinguish between instrumental and vocal style. 

The respondents possessed a knowledge of meter and rhythm which 
enabled them to: 



1. Distinguish regular meter and recognize the downbeat. 

2. Distinguish duple from triple meter. 

3. Recognize and retain characteristic rhythms or rhythmic 
motivs. 

4. Recognize irregular meter and nonmetrical movement. 

5. Recognize deviations such as syncopation or hemiola. 

6. Have a well-developed rhythmic memory. 

One phase of the soliciting of expert opinion took the form of 
letters to major critics and writers concerning music. The letters 
asked them to state in their own words their agreement or disagreement 
with the ideas of Meyer, and to suggest the means by which they felt 
musical listening could best be taught in the public schools. Replies 
were received from the following individuals: 



William Lichtenwanger 
Alfred V. Frankenstein 
Robert C. Marsh 
Irving Kolodin 
Lukas Foss 
Winthrop Sargeant 
Edward T. Cone 
George Jellinek 



Igor Kipnis 
William Weichlien 
Elizabeth Henderson 
Robert Oommanday 
Edward Waters 
Ben Parker 
Edward Lowinslcy 
L. Eliinwood 




Nathan Broder 
Charles Gross 
Martin , Bernheimer 
R. D. Darrell 
Heather Sage 



Irene Miller 
Theodore Seder 
Howard Taubman 
Barbara Penyak 



i>ach ox wie replies is given below, some of the more Illumi ne 

ting answers quoted almost in toto, and the less profitable ones 
abbreviated . 



+ ^ i +? ren react most strongly to music of the later nine- 
— n * h , ce ?™ ry • * • ' The f irst stage is emulation 
There is too much listening to music simply as background! ' 
• • The second stage ip that of music associated with n/,n * 
music activities; the third stage is thafof becoming awa^ 

is iaSft? d !f ri “ inatin e in self defense; the fourth stage 
is participation in music; the fifth stage is personal g 

choice in formation of taste .... Molt children?? 

tenlng guides do more harm than good Th* 

not force young players to listen to theme eives-Ipl iline^ 8 

inf?r i e ?i° erta i nly plays a part in fde process of lealn! 
H““ e n, where singing almost always leads to more 

"ft ls °? words than on the music. The child will 
select music for reasons he knows not ... . The final 

Jr th!! 1 ?? s ?? 6 ®. is Khere the listener listens asa student 

M jws. arss as "H 



"A high school senior should be able to take a Dave of 
score, hum or sing the themes, and tell you witHeason- 

achie?ement°he > 'win r0te 14 and Whe£U Th '^ a ls a real musical 

M&i 2ln t 13 a0t i ve ’ aot Paesive? a (KSth); e 
must begin by allowing the child l chancf to ^ke mSaic 

- SS*5W ? B \7^SJr tb r- 

contlnue building on thosf Mpandlng^nterests^h^ 6 diaT* 1 

ment a wiL°?he 1 mSs?c n its2u Pla ?hS S Jhi?r 1Ve t and a ° tlV# 9n S a S«- 

^ off a® *i-J5l£3£ r^ii 88 j**2£jr 



’The jolly stories are bad for several reasons. Children can 
be given biographical material, of course, but no effort should 
be made .0 portray the personality and the motivation of the 
composers until these matters can be conveyed and understood 
in adult terms. Secondly, the stories all too frequently 
become an end in themselves, the teaching aid becomes the 
subject matter* It' the music is well chosen, it can appeal 
to the child 8 s sense of imagination and discovery and hold his 
interest with a minimum of' extra-musical support and no 
mythology whatsoever." 



"I think it is a fundamental error to suppose that everyone is 
capable of what is called 'music appreciation . 1 

"It is my belief that every child should be exposed to musical 
stimuli to see if there is such a latent capacity or faculty; 
if not, why plague him with it? The implication that there 
is something ennobling about listening to music is hardly 
supported by the evidence that Mussolini played the violin 
and Hitler doted on Lohengrin and other Wagner operas. 

"Should a range of tests show that he can recognize one sound 
as higher or lower than another, or identify it as the product 
of a particular Instrument, then, I think he should be led on, 
through other exposure, to remembering melodic phrases, learn- 
ing to sight sing, and perhaps— but only perhaps— play an 
instrument. I would stress exposure above all else . . . ." 



I know how ineffectual 'music appreciation 1 has been. How 
to arrive at a more effective substitute? Well, I really have 
only one idea, and it may not be a practical one for the 
public schools, but I'll state lt 9 as it seems to me the only 
practical solution. Fifty years ago, although there was less 
music reaching fewer people in this country, there was, I 
think, a higher appreciation of music. It came because, among 
educated people, nearly every child learned, expertly or not, 
to play the piano, and four hand arrangements of symphonies 
were at least puzzled over, and sometimes played with plea- 
sure. The amateurs who accomplished this were musically 
'literate.' They knew things about the structure of music 
that today's passive phonographic listeners will never know, 
because music was for them a fascinating structural process 
that could be observed and checked on paper, as well as being 
listened to. Today he knows nothing about how it is put to- 
gether. He is a musical illiterate with a machine, and even 
though he may go to countless concerts and operas, he remains 
ignorant of the wonderful technical pro esses by which it is 
created o Now, my feeling— practical or not— is that every- 
thing that can be done to involve the student in the analysis 
of technique and in musical participation wherever possible, 
is worth all the 'music appreciation' ever devised. Teach 
elementary solfege— like the Paris conservatory system— baaed 
on immovable do so that modulations and relations" between 
keys become apparent. 
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Use a piano to puzzle cut the formation of triads and seventh 
chords, key relationships and so on. Play excerpts from one 
line scores on the piano, I am sure that the discovery of a 
dominant seventh resolving to its tonic triad would come as 
a revelation to most present-day students, 

“Rudiments of harmony should he part of the curriculum of the 
public school; write simple notation, master harmony, counter- 
point, fugue, musical form, etc., if possible. All this 
refers to classic and romantic music? i.e. the music of the 
loth and 19th centuries, which is the basis of our musical 
language. You will, of course, come across plenty of 
people (among them composers) who will advise you that music 
really began around 1911 with Schonberg and Stravinsky, and 
that training in the earlier craft is without value in the 
modern world. Techniques involved in contemporary music are 
far simpler than those used by the great composers of the 
past. 

“I realize that what I propose involves thoroughly trained 
teachers. But that, I gather is your problem." 



I am not in favor of the ’hard sell’ approach in any field. 
If children are exposed it should be gradual, considerate, 
and, above all, enjoyable. It should begin with popular and 
folk music. In the early stages it should involve as little 
Appreciation as possible but use television, movies and 
cartooos. 



”1 am afraid I can contribute nothing useful. Although I took 
piano lessons from an early age, I did not begin to learn to 
listen until I was fifteen or sixteen." 



"The real pi'oblem of teaching can ultimately be reduced to 
the problem of motivation. It is unfair to accuse music edu- 
cators sul generis of falling in their jobs, for certainly 
their lack of success in music appreciation is no more cri- 
tical than those who can’t teach johnny’ to read. Row 
I realize it is quite out of the question to expect a child 
to be able to make the kind of distinctions that I have 
laboriously trained myself to make, but I think pei*haps the 
first step in getting your fifth grader to hear is to get 
him to try to articulate what makes a piece by Mozart differ- 
ent from one by Mr. Lennon of the Beatles. I have the feeling 
that this stylistic approach may be the crux of the matter* 

The problem seems to be how one would find meaningful terms 
to communicate these distinctions to kids and terms for them 
to. respond with. I think that the relative value of a Rock 
and Roll piece as opposed to a piece of ‘serious* music MUST 
NOT be discussed. After all, the idea is to get the kids to 
hear, not become music critics. First stage is emulation be- 
cause I can think oi no valid reason why a fifth grader should 



appreciate music that would make sense to him. Something 
like a Captain Kangaroo concert would be of tremendous value. 
The school should find a teacher who is admired, whose judg- 
neLCs the students will accept so they will think it must 
good.” 



1 The biggest problem in music education, as I see it, is the. 
disparity of musical intelligence and sophistication brought 
by each student to the classroom. It is probably important, 
therefore, to teach fundamentals (scales, rhythm, etc.) early. 
It is good if one can associate a story or a situation with 
sounds. The average educator makes one fatal error: he talks 
about music too early and too much, and he plays music tocf 
late and too little. One should abandon chronology— start 
with the Romantics. " 



They might learn to appreciate as they do the pop tunes with 
lots of exposure. The so-called regularly scheduled hours for 
music appreciation in the schools are neither sufficient in time 
nor. psychologically ideal for the purpose . " 



"I am firmly convinced that this sort of approach of how the 
composer approaches the creative process is necessary and 
from there one proceeds to listening enjoyment through percep- 
tion of form — form by no means only in the categorical 
Goetschius sense, but formal organization expressed in any one 
of a number of ways.” 



"Need inspired teachers— need to reform the educational system 
to encourage the participation of the truly talented musician.” 



"Constant exposure to music, the length of the listening period 
depending upon the ages of the children and the span of plea- 
surable attention.” 



The ideal way is to grow up* with it and teething on Victor 
Red Seal records. Excite curiosity by bringing an Instrument 
to class. Use easy to follow music with stories. Check with 
symphony orchestra conductors who have school programs. 

Teach children to see good in any kind of music, but avoid 
like the plague the stories of the composers * lives. I see no 
reason for Quizzes and tests which make it sound like work. 

Some will get it; some won’t. Those who do, will have their 
reward.” 
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lo Uaten u, music, aau that io the art of rnnkinn music 
The really »d e cisi ve edu c ati° n has to take place in the first 
to fourtj i-ra dec. It U important that children sing. It 
is also .important what and how they sing. Use folk zones 

something like Such der Klndermusik . published by Hansen * 
Copenhagen. J ocu » 

e«Lienoe d if t 1 *‘ fallible discrimination and long 

?f?.® rlence 1 ? t 5 e field to draw up a repertory of great 
folksongs. Students should make their own music." 



°h aU “V s in orating art; the beginning 
of all intelligent participation and listening lies in 

exercise of the art to be developed. Prom slLlnTand 
accompanying with primitive instruments, go to plavine in- 
struments. Sing, play, transpose, acco™ Perhaof the 
work of Kodaly will furnish a cluk Once this lsdone.merelv 

^ us i c and Play up the craftman's approach. The target^ 
ohould oe to understand the language of music, its syntax 8 its 
grammar, its workings in its own terms. Children like a ’ 
craftsman s approach- but again it needs good teachers to do 



"Problems become questions of 
the simple to the complex but 



style, of form, of leading from 
the groundwork has been laid." 



practlcff e expe?ience!'" ht *** W ° Uld bB Wlthout foun<1 ation 1* 



Actual playing is the only true beginning for musical lis- 
tening. This conviction has been strengthened by ray observa- 
tion of Suzuki. For the actual music Involved In a program 
suen as suggested, I believe that a simple variation form 

°L C ??° m %^ Ve form and identity as to be 

readily distinguishable by even an untrained ear." 



"Music is the spice of life and not the main course. It can 
be over-emphasized in the public school curriculum It shmiin 

Musical°tr C i e nln aSil d throug !? singing, playing, and ’dancing. 

mu S 1oanrcxfep?loSL a ch[ld " WOn ° rd9r ° nl * for the 
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ic requires 



attention and concentration and 
ception wnich is beyond the scope of this 
short selections of the classic 
aids. They are a boon to 



esthetic per- 
age level. Memorize 
repertoire. Avoid audio visual 
the lazy or unprepared teacher. M 




These replies show disagreement, but when the positive responses 
are analyzed', they fall into two groups representing two polnts^of 
view. One point of view is to teach music with the primary objective 
building a favorable attitude, making it pleasant, for the average 
pupil; the thorough training would be reserved for those pupils with 
talent. The other point of view is to teach listening to all with a 
fairly rigorous and structured approach, emphasizing skills and 
knowledges even for the average pupil. In expounding his theory of 
meaning, Meyer both implies and states overtly that skills and know- 
ledges are necessary for a real musical experience. He has not given 
any consideration as to how these are to be developed in the listener; 
one therefore cannot conclude which if either of these viewpoints 
would reflect Meyer* s own. Presumably all experts would agree that 
the more good music heard by the pupil, the easier or less rigorous 
the formal, training would need to be. 

An additional step in determining requisite knowledges and skills 
was to analyze the thirteen books on musical listening which were felt 
to offer valuable insights. These books are listed on page 33 of 
this chapter. Hone of these books differentiated between musical 
elements, knowledges and skills; in the list that follows, some attempt 
has been made to organize these items into the broad categories of 
melody, rhythm, harmony, form and style, but many of the items over- 
lap into more than one of the categories. There was nearly complete 
agreement among the books, their differences being those of emphasis, 
thoroughness of treatment, and occasionally differences of terminology. 
The list below contains duplications where these reflect a slightly 
different emphasis or different manner of expression. In these cases 
<he reader may make his own interpretation rather than depending upon 
the interpretation of the investigator. 




Melody • 



Rhythm 



imitation 
give and take 

principal melody but also impor- 
tant bass 

limited or wide range of sound 
action of component voices 
effect of voices on phrase struc- 
ture and casesuras 
varieties of'texture used 
effect of tone color on texture 
dynamics 
perfect 5th 
tritone and cadence 
effects 
scale 

major triad«chord outlines 
subsidiary tones 
what taking place now? 
what will happen next? 
relate to what has gone before 
motive 
repetition 
variation 
contrast 
melody 

contrasting 

repetition 

answering phrase comparable length 
for symmetry 

answering phrase of different length 

phrase and recurrence 

adding well defined phrases 

spinning movement continuously 

following soore 

pitch 

quality 

loudness 

duration 

step-skip 

chromatics 

tetrachord 

movement 

memory 

regular, expected recurrence 
how. up and down expresses 
normative law 
tone 

length and range . 
register and contrast 
progression 
direction 

function of melody-theme 
intensity 



meter 

accent 

change in tempo % 
syncopation \ 
rhythmic motives \ 
ebb and flow of rhythmic motives 
clarity and strength of caseuras 
quality of beat or pulse with 
respect to regularity, strength 
and clarity 
approximate tempo 
approximate metric groupings 
correlation of beat 
tempo and meter 
salient rhythmic motives 
sense of rhythmic progression 
within phrase 

rhythmic structure of phrases 

rhythmic variety 

time elements 

move forward in time 

pace, regularity, articulation 

measured rhythm 

rhythm generates movement, gives 
characteristic manner to musi- 
cal movement, controls movement, 
marking off units of musical 
time 

beat is a link by which groups 
are join'd 

basis of musical structure 
rhythmic features 
repeated rhythmic phrases 
related rhythmic figures 
rhythm relative to meter 



Melody (cont* ) 



volume 

unity-unifying features * 
contrast and reconciliation 
of divergent and often opposing 
musical qualities 
color 
period 

shape-curves 

sequence 

contour and effect of movement 
distribution of salient motives 
(related) 

important resting tones 
points of rest 

high point \ 

tessitura 

large phrase groups 

subdivisions in phrase embellishments 

new tonal level 

compositional devices 

nonharmonic tones 

soprano-bass comparison 

connecting materials 



Harmony 

1 part playing 

one principal part featured 

one procedure governing texture 

homo phonic 

polyphonic (counter point) and 
contrapuntal 

blending of voices-homogeneity of 
sound or sharp contrasts 
tonal center and strength of 
effects of stability and unstability 
prominence of given tone 
plagal , deceptive, half, authentic 
mode 

type of chord used 
kinds of cadence and relative 
strength 

fit observations regarding harmony 
into expressive picture of the 
piece 

minor chord 
diminished chord 
consonant 
dissonance 
tension 

contrasting key 
return to home key 
understand as movement of chords 



Style 

legato and detache 
staccato 

relation of items under rhythm 
to style and expressive 
qualities of piece 
text 

dynamics 
style 
balance 
orientalism 
single mood 

mediums of vocal and Instrumental 
Interpretation 

emphasis, clarity and effect 
of point of arrival . 
Interpretation is tonal and 
unit corrections, tempo, 
dynamic level, tone duration, 
tone quality 

historical considerations 
mood 

highlighting words 
special dramatic chords 
texture 

idiomatic writing 
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Harmony (cont.) 

harmonic rhythm 
8 lmpl e- complex 
cadences 

quality of root of chord 

harmonic function 

modulation 

inversions 

tension-relaxation 

accompaniment 

Form 



2 part 

3 part 

in relation to piece as a whole 
in relation to separate shorter 
parts of a piece 
simple sectional 
yariation 
large section 
free forms 

5 organizing principles: 
repetition 
contrast 
symmetry 
variation 
development 
type of composition 



Ratner's excellent analysis of musical elements is organized 
according tc stylistic period. It is duplicated here exactly as it 
is given in hi 8 book, in order to illustrate how the educated ear must 
listen for different elements and items in different types of music. 



Medieval Renaissance Barooue 



Qualities of thin, light sound; 
Sound medium register; 

variety of vocal 
and instrumental 
color 



rioher, fuller 
sound; medium 
registers with 
greater impor- 
tance of bass 
level; moderate 
strength 



wide variety of 
instrumental and 
vocal sonorities; 
contrasts between 
full and thin; 
greater range in 
registers; often 
great strength 
and amount of sound 



L o 

me 



i 



I 



Texture 



Consonance 



Medieval 



-Renaissance 



Barooue 



9 

1 to 4 parts, rel- 
atively equal; 
polyphonic action 



3 to 6 or more 
parts; some chor- 
dal texture; 
principal tex- 
ture remains 
polyphonic; 
fuller sound 
tends to dis- 
guise polyphony 



polarity between 
1 soprano and bass; 
middle voices add 
fullness; some 
chordal texture; 
principally poly- 
phonic action 



4ths, 5ths, 8ves, 3rds, 6ths, 5ths 3rds, 6ths, 5ths, 
unisons; conso- 8ves, unisons; 8ves, unisons; 4th 

nance represents 4th treated as partial dissonance; 

stability and ar- dissonance at consonance eauals 
rival; open times; high con- stability 

intervals centration of 

consonance; triad 
sounds 



Dissonance 2nds, Tths used preparation and increase in amount 
ornamentally, with resolution of and intensity of 
frequent clashes dissonances; eli- dissonance; many 
between lines; in mination of "tritone" dis- 
earliest poly- clashes sonance 

phony ,„_3rd_8, 6 the 
treated' as dis- 
sonant 



Harmonlo 

Action 



Movement 



incidental ca- 
dences; few lead- 
ing tones; light 
sense of harmonic 
progression 



appearance of much stronger and 
strong cadences more pervasive ca- 
at phrase end- dential action; full 
ings; more lead- emergence of key 
ing tones; begin- sense; active, com- 
ning of key sense; pact harmonic flow 
increase in feel- with strong feeling 
ing of harmonic of drive 
drive 



steady, moderate, 
gentle pace; some 
variation in man- 
ner of movement; 
mild accentuation 
by length 



steady, moder- 
ate pace; con- 
siderable dif- 
ferent styles; 
growing vigor of 
movement in secu- 
lar and instru- 
mental music; 
gentle accentua- 
tion 



in early baroque, 
sharp contrasts of 
pace, often with un- 
certain flow; in late 
baroque, vigorous, 

> steady, "motoric” 
pace throughout a 
pieoe; wide range of 
pace and manner pre- 
sent; growing vigor 
of aocent 
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Arrival 



Phrase 

Structure 






Medieval Renaissance Baroque 

gentle, clear gentle points of relatively few but 

points of ar- arrival; stronger strong cadential 

rival; some lead- cadences occa- points 

ing tone action sionally and at 

in polyphony; end of piece; 

open and closed well-defined 

cadences in dances caesuras and 

cadences in dance 
music 

relatively short relatively short In dance music, 
phrases; symmetry phrases in dance symmetrical phrase 
in dance music music; in poly- structure; relatively 

phonic music, short phases of move- 

continuous flow, ment; in other music 

covering ca- continuous expansion, 

dences, extend- building broad 

ing asymmetri- phrases 

cal phrase 

structure 



Qualities 
of Sound 



Texture 



Classic 

wide variety of 
instrumental and 
vocal sonorities; 
brilliant sound, 
transparent; much 
contrast between 
light and full; 
wide dynamic 
range; explora- 
tion of higher 
registers 

2, 3 to many 
parts ; emphasis 
on principal melo- 
dy, with some 
polyphony, some 
give-and-take 



Romantic 

increase in full- 
ness, richness, 
and denseness of 
sound; concern 
with special 
color effects; 
striking con- 
trasts; widened 
range of pitch 
and dynamics 



tendency toward 
amplification of 
lines by doub- 
lings; active 
part-writing, 
often with rich 
ornamentation; 3, 
4 to many parts 



Modern 

extremes of trans- 
parency and densi- 
ty; experiments in 
new sonority ef- 
fects; sharp con- 
trasts of color; 
tendency to re- 
duce the "sweet- 
ness 11 of sound 



1» 2 to many 
parts; prominent 
polyphonic action, 
also give-and- 
take; also use of 
baroque, classic, 
romantic textural 
layouts 




i 



Consonance 



Dissonance 



Harmonic 

Action 



Movement 



Classic , Romantic 

same consonance same consonance 
values as preced- values as before; 
ing eras lesser proportion 

of consonance 
than previously 



dissonance used 
for harmonic ten- 
sion, for drama- 
tic emphasis, 
often without pre- 
paration; many 
"tritone" dis- 
sonances 



saturation of 
cadential action; 
long-range defi- 
nition, long-range 
contrast of key; 
very strong har- 
monic drive 



wide range of 
pace and manner; 
strongly influ- 
enced by typical 
song and dance 
manners; steady, 
action pace, with 

strong accentua- 
tion 



greater satura- 
tion of disso- 
nance, "often with- 
out intervening 
consonance; dis- 
sonances make 
rich sounds, and 
represent insta- 
bility; tritone, 

7 the, 9 the, al- 
tered intervals 

retention of 
classic cadence 
feeling with ten- 
dency toward decep< 
tive and elided 
resolutions; rapid 
elusive shifts of 
tonal center; har- 
monic color an ob- 
jective; weakened 
harmonic drives 

wide range of 
pace and manner; 
appearance of im- 
balanced, unsteady 
qualities of move- 
ment; preference 
for slower pace, 
less vigorous 
accent 



Modern 



consonance no 
longer a synonym 
for stability, al- 
though traditional 
ideas of oonsonance 
and dissonance still 
have considerable 
force 

as a rule, consi- 
derable satura- 
tion of dissonance, 
with dissonance 
frequently at points 
of arrival; func- 
tional distinc- 
tion between con- 
sonance and dis- 
sonance disappears 
frequently 

partial abandonment 
of older chord types 
substitutes for 
■ older cadences; 
rapid shifts of 
tonal areas; modal, 
atonal, poly tonal, 
tone-row, microtonal 
systems; little 
harmonic drive 



emphasis on active, 
percus8ively 
accented pace, 
with cross-rhythms 
and imbalances, 
often in rapidly 
paced music; 
wide range of pace 
and manner; uncer- 
tain, shifting pace 
often found 
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Arrival 



Phrase 

Structure 



Ol&sslo 

clear, frequent, 
strong points of 
arrival; momentum 
often carries be- 
yond,. aiming for 
emphatic eadentlal 
points 

well-defined 
period structure 
in all forms and 
types; extension 
of periods 



Bo—ntlo 

obscured cadences, 
disguised points 
of arrival sore ’ 
frequent 



in small pieces, 
clear periodiza- 
tion in symmetri- 
cal structure; in 
larger works, 
tendency toward 
asymmetrical 
phrase structure 



Modern 

In neo-olassic and 
fplkloric music 
well-define$ points 
of arrival; In ' 
expreosionistic 
music, uncertain 
sense of arrival 

aq a rule, asym- 
metrical phrase 
structure; some 
use of baroque 
continuous ex- 
pansion and 
olassic periodi- 
zation 



/ 



In order to verify the findings derived from the sources thus 
far consulted, a basic concept of musical meaning wa^ stated, a re- 
statement made of the basic categories of musical elements, and then 
further documentation of the musical elements was provided from sources 
outside the immediate realm of music appreciation. These sources 
included theory and composition, musioology, esthetics, history, 
orchestration— the entire field of musical writing is represented in 
the sources used. The basic concept of musical meaning was stated as 
follows: musical meaning lies in the opposition of motion and rest 

(tension and resolution) in music, the static versus the progressive. 
The degree and proportion of each is quality-determinant. The method 
of achieving motion and rest is through repetition and/or variation of 
musical elements. The basic categories of musical elements are 
'tfiese: . (1) melody, (2) rhythm, (3) harmony, (4) form (structure), 

(5) orchestration (tone color). 

Scrutiny of the categories into which "elements” from the music 
listening texts had been placed led to the conclusion that "style" is 
not an. element, but is rather a creation of the musical elements. 
Instrumental color, though little emphasized in the texts, is an 
inherent factor in the music, helping to determine the qualities of 
motion and rest; it was therefore included as one of the basic elements 
in spite of its neglect in the texts consulted. 

MUSICAL ELEMENTS 
GENERAL METHODS OF ACHIEVEMENT: 

Repetition and/or variation of musical elements. 

ELEMENTS: basic categories 

1) melody 

2) rhythm 

3) harmony 
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4) form (structure) 

5) orchestration (tone color) 

Documentation : basic categories 

1) melod y 

a) Lourie, A. "An Inquiry into Melody,” Modern Music , 
volume VI. 

b) Fox-Strangeways, A. H. "Tune,” Music and Letters, 

vol. Ill, # 1. 

c) Watt, H. J. "Melody," Music and Letters , vol. V, # 3. 

d) Bie, 0. "Melody,” Musical Quarterly , vol. II. 

e) Apel, W. "Melody," Harvard Dictionary of Mualo (Cambridge, 
Mass: Harvard U. Press, 19o4), p. 435. 

2) rhythm 

a) Sachs, Curt. Rhythm and Tempo . New York: Norton, 1953. 

b) Cooper, G., and Meyer, Leonard. The Rhy thmic Structure of 
Music (Chicago: The U. of Chicago Press, 1963). 

c) Riemann, H. Katechismus der Muslk Asthitlk . Leipzig, 

M. Hesse, 1203. (notable for idea of perfection in 
quadruple /advisable/meter, and discussion of agogic 
accent. 

d) Lowinsky, Edward. "On Mozart*s Rhythm," Musical Quarterly. 

1956, vol. XLII, § 2. 

3) harmony 

a) Piston, W. Harmony (New York: W. W. Norton and Co., Inc., 

1948) . Standard textbook. 

b) Apel, W. "Harmony," Harvard Dictionary of Music (Cam- 
bridge, Mass.: Harvard U. Press, 1964) p* 322 +. 

c) Schonberg, A* "Problems of Harmony," Mod ern M usic, 
vol. XI, # 4. 

4) form (structure) 

a) Tovey, Sir D. The Forms of M usic (New York: Meridian 
Books, 1964). 

b) Abraham, G. A_ Hundred Years of Music . 2nd ed. (London, 

1949 ) . Study of style and forms of music— Romantic and 
Modern. 

c) Bukofzer, M. Music in the Baroque Era (New York: W. W. 
Norton and Go,, Inc., 1947). See Chapter 10 on "Form in 
Baroque Music," p. 350 +. 

d) Riemann, H. Grundrlss der Muslkwlssenschaft . Leipzig: 
Quelle and Meyer, 1914. 

e) Sulzer, F. Structural Hearing . Vol. II (New York: Charles 
Boni, 1952). 

f) Tovey, D. F. Articles "Oontrapuntal Forms," and "Sonata 
Forms," in En cyclopedia Brltannlca . 

g) Dent, E. J. "Binany and Ternary Forms. " Music and Letters, 

vol. XVII. 
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5) orchestration 



a) ni?? n ’ n’ i— e -- Techglque of Orchestration /twi 
text! ’ Prentice-Hall, in57, 195a ). 'gtfndard 

b ! Oxford ^esiT-i^S )? 8 ^ — -- the XVIIIth (Cambridge: 

°' Yorkt’ BroudflHfEifif^§77 Beeth0V8n iS. **rHo T (New 
Breakdown of Basic Categories: 

1) Helody 

a) fSt&flbi » ! i?i! 0h <juallty! b » *»• to distinguish 

b) lonfL^sgort? 8 n ’ laln: £; b# able t0 ^tstlnguish between 

c) conjunction with rhythm. 

1, appearance of melody with no additional element n-p 

texture (mono£honlo music) «lement of 

2. combination of melody with one or more other melodies 

(polyphonic music) /Sounter-point? melodies 

3 ' mSsic!' an ° e ° f " el ° dy SUpported ^ harmony (ho moohonlc 

e) phra 3 igg Std ° 0S ° f polyphoc y fe y simple melody. 

1 * Hlf- 01 ** 0 or additive (balanced or uneven) - ability tn 
P ^ “V** 8 -* le “6th and what a measure i 8 . y * 

3 " aequenoes - retention, of short melodic fragment- 

* I!S W0 “ ? f repetition on different pitch levSf ’ 

-> emphaslB or de-emphasis of bar line. 

f) tonality of melodic line 

'• ffififeysa (;c; 1 a. t ; (ssit 

°L“ °r tv ty c"S £ 

2 - SSXS'S -££S£5 23.*srS3.“ 

8/ dynamics 

1. contrasting 

a. patterned (sequential) 

b. free 

h) LeMtlon * mPha8izing 8peclflc »»lodic tones 

1. identical 

2. sequential 

3. reiteration of small motifs 

4. remain within same key or triad 



ie variation 

1. change in registration 

2. ornamentation 

3. change in melodic direction 
4o modulation to different key 

2) Rhythm (basic skills required) 

a) knowledge of meter and types (divisive, additive) 

b) recognition of strong and weak beats , upbeat and downbeat 

c) recognition of repetition , particularly of sequential 
repetition as a form of musical organization 

d) knowledge of three fundamental types of accent: 

1. dynamic accent - produced by stress: soft or loud 
notes receive accent 

2. . agogic accent - produced by duration length of notes 
n determine accent” and, therefore, relative importance 
in phrase 

3. tonic accent - produced by melodic change— low or high 
notes receive accent. Importance, particularly, of 
large leaps. 

e) recognition of additionsil type of accent — achieved by 
either reiteration of same note, so that it predominates 
the phrase, or by any combination of dynamic, agogic, 
tonic accents. 

Principal source: Sachs: Rhythm and Tempo (New York: Norton, 1953). 
Eminent Aesthetlclans : 

Barzun, i. Classic. Romantic, and Modern . Rev. ed. (Anchor P. B. , 

1961 ) . 

Leichtentritt,, Hugo. Music. History,, and Ideas (Harvard, Nc J., 1947 )• 

Mellers, W. Music in Society (Norton Series, 1950)* Uneven. 

Reese, G. Music in Art. Culture 0 and History (Free Press of Glencoe, 
1964). 

Rodman, S. The Insiders: Re.lectior and Rediscovery of Man in the 
Arts of Our Time . 

Calvocorressi. Musical Taste and How to Formal j; (Oxford, 1925). 

Kolodin, J. The Critical Composer (New York: Howell- So sken, 1940). 

Kolodin, J. The Composer as Listener (New York: Horizon Press, 1958). 

French, Richard F., ed. Music and Criticism— A Symposium (Harvard Unlv. 
1947). Collection of essays on current vital topics by com- 
posers and critics. 
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Ferguson, Don. AjHlstory of Musical Thought (Dew York: Appleton 
Century-Crafts, 1948). Elementary survey. 

Sachs, C. Commonwealth of Ngtlons (New York: Norton, 1946). 
Interrelationship of music and other arts. 



Lang, p. H. Music in Western Civilization (New York: Norton, 1941). 
Relation of music to social and political condition of times— 
to philosophy, history, literature, and other arts. 



Westrup, J. An Introd uction to Musical History (New York, 1965. London: 
Hutchinson Music Library, 1955) P.B. See especially Ch. IV on 
social background; VI on patronage; VII The Musician and His 
Environment; VIII the Influence of Taste. 



3) Harmony 



a ) Tonality (revolution around a tonic) 

1. simple I-V relationships (strong) 

2. diatonic - use of ma^or or minor scale, with little 
use of accidentals 

chrom atic - tendency to de-emphasize tonal center by 
use of non-harmonic tones, accidentals (weak) 

4. use of loud inversions, diminished chords, pivot 
chords suggesting foreign keys 

5. modulation 

a. by cadence into new key 

b. by enharmonic ism — reinterpretation of a tone or 
chord 

b ) Tempo 

1. speed of piece determines quantity of harmonic changes 

a. little change in fast movement - jaaihtainence 
of same harmony over several, measures 

b. greater change in slow movement - changes from 
measure to measure;, often with in the measure 

c ) Consonance - Dissonance 

1. role played in determining degree of stability of 
-work'," or of variation (motion) 

2. need fundamental knowledge of what intervals were con- 
sidered resolved /consonant/ or motion inductive 
/dissonant/ during common practice period (18th century) 

3<> need knowledge of acceptable dissonance-consonance 
resolutions during 18th century. Can measure non- 
standard resolutions against this, and also compare 
with standards used by other periods 

d) Texture (need basic understanding of terms homophonic 

and polyphonic) 

1. homophonic - harmony understood vettically in terms of 
chords, supporting a melody 

2. polyphonic - harmony subsidiary to moving lines. Still 
need basic knowledge of vertical sonorities. 

3. alternating homophony-polyphony - degree of variation, 
and of formality of format in alternation quality- 
determinant. 
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e) Phrasing 

1. need basic understanding of flux between points of rest 
(cadences, or breath marks) and through-motion 

2. important to recognize whether composer uses balanced 
or uneven phrasing as mode of musical organization 

3. need knowledge that a phrase is made up of a combination 
of measures — that it exists in time 

f ) Sum of Basic Requirements to be proficient in harmonic 
listening (Source— Piston: Harmony (Hew York: W. W. 

Horton and Co • , Inc • , 1948 ) • 

1. knowledge of fundamentals - scales, intervals, triads 
(in all positions) - doublings, spacings 

2. knowledge of usual progressions and voice leadings. 

3. knowledge of various systems of organized relationships 
by tones - by key (tonality), by scale CmodalityT. Also 
more recent systems such aB the Schoenberg 12 tone 
system, based on tonal equality, rather than tonal 
relationships. 

4. knowledge of phrasing - 

a. distribution of harmonic change within the phrases 
bo types of cadential endings 

5. knowledge of harmonization of a melody 

6. recognition of modulation 

7. knowledge of non-harmonic tones , recognition of 
occurrence, quantity determining degree of tension 
achieved 

8. knowledge of more complex chords - dominant seventh, 
secondary dominants, diminished seventh, ninth chords 
(incomplete and dominant), eleventh, thirteenth chords, 
Neopolitan sixth, altered chords, augmented sixth 
chords, chromatic chords 

9. recognition of sequence 

10. ability to hear and realize figured bass 

3) Form (structure) 

a) understanding of the term “form ” as organized relation- 
ships of sounds, arranged in orderly manner 

b) understanding of all baBlc- components of the tern “form ”: 
tones, intervals, scales, tonality, consonance-dissonance, 
meter, rhythm, phrases, theme, motive, repetition, varia- 
tion, modification, transposition, modulation, sequence, 
inversion, devices of counterpoint 

c) understanding of the term H muslcal forms ” - as a plan of 
construction— the general principles and schemes which 
determine the structure of a work 

d) knowledge of basic forms 

1. Single forms 

a. Repetition forms 

1. variation form (a a* a”) 

2. binary form (ab lt:a:ii 1C b :U ) 

3. rounded binary form ( ii:a;IJ IJ:ba:l? ) 

4. sonata form ( ba; 

5. ternary form (aba) 

6. rondo (five-part) form (abaca) 
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7. rondeau (abacad. • .a) 

8» rondo-sonata form (abacaba) 

9. medieval formes ballad, roudeau, virelai 
^ballata/ 

b. continuation forms 

1. cantus-firmus forms: organum, 13th century motet; 
chorale compositions 

2. imitative forms; 16 th century motet; ricercarss 

fugue * 



4) Compound Forms (consist of various "movements") 

a) instrumental: sonata; concerto; suite; tocoata 

o) vocal: contata; mass; .passion; oratorio; opera 

docume ntation : on 20th century music 



1) Slonimsky, Nicholas. Music Since 1Q0Q (New York, 1949). 

V\ ? eXr;rC S* _ ^^ les in Contemporary Music (London, 1947) 

^ Allen. Contemp orary Tone Structures fwmr York. 

1955). — 9 

4) 0omp ° BUlon and Atonalltv (Berksley and 



Other : 

A History of Western Music (New York, I960). 

2) Tovey: On sonata principle ^^orm/-- tonal development, 

rather than thematic ’ 

3) Hatner, Leonard. Journal American Musicological Society . 

Article on sonata-allegro form ^set tonal area, depart, 
return = ternary/. * v 9 

cS Thematic Process in Music (New York: McMillan, 1951). 

5) Apel, W. Harvard Dic tionary of Music (Cambridge, Mass, 1944). 
Articles Form and ’’Forms, Musical," pp. 277-279. 

5) Orchestration 

°f pr ?:^^ h ceptur? ro1 8 as finishing touch 
to composition by addition of instrumental tone color 
b ' ganging functio n of orchestra in 19th and 20th cen turies 
t0 Provide variety and contrast in works conceived for & 
orchestra, rather than for piano or voice 

c ' inst ruments : types, families, sound, ranee, 

techniques, special effocts, scoring, transposition, use 
by composers of the past, expressivity, dynamic variations, 
history, use as textural means, knowledge of score reading 
and conducting, plus proficiency on at least one orches- 
tral instrument 



Documentation : 



Dart, Thurston. The Interpretation of Mu sic (London: Hutchin- 
son’s Music Library, 1954). 
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Bnlnent Aestheticlans : 

Einstein, C. Greatness in Music; An Attempt to Establish Categories 
of Value (New York: Oxford ,~194l), 

Hauser, A. The Social History of Art . 4th vol. P.B. (New Yorks 
Knopf, 1951) • Indispensable background, 

Weber, Max. Rational^ and Social Foundation of Music (Carbondale, 

111.: Southern Illino is University Press, 195& ) • Relation 
of music to environment and to history of Ideas. Association 
of music with states of mind, conditioned by external factors. 
Sociology, economics politics, development makes certain 
approaches to music necessary. 

The music listening books discussed earlier and the references 
just cited in documenting the knowledges and skills, all are character- 
ized by the lack of a well-developed, theory of musical meaning or 
musical aesthetics. At the present time, Meyer’s Emotion and Meaning 
in Music provides the most thorough, explicit and cogent theory 
available as a basis for music instruction. Therefore, some abstract 
of the ideas from Meyer’s writing was necessary to provide guidelines 
for the study and to convey to the cooperating teachers a general 
picture of the purposes and nature of the experiment. Such an abstract 
runs the risk of misinterpretation but furnishes the only easy intro- 
duction to Meyer's., ideas. 

Following is a list of statements derived directly from the text 
of Emotion and Meaning in Music , given in the order in which they 
appear in the text. These statements are not necessarily topical, 
and the list is not meant to form an outline of the book's contents. 

The statements include both those which form the subjects for impor- 
tant discussions and those which indicate Meyer's views on certain 
aspects of teaching, learning, or listening. 




Teachers’ Orientation to Emotion agd 
Meaning in Music . Leonard B. Meyer 



"Musical meanings depend upon learning*" 2 

Criticizes absolute expression theory, the separable* discrete sound 
people and the theory that responses are natural or universal. . . . 
grouping stimuli into patterns 6 

Listeners generally unable to pinpoint the particular musical 
process which evoked the affective response* 7 • 

"Affective experience includes an awareness and knowledge of the 
stimulus situation*" 23 

"Tendencies do not simply cease to exist, they are resolved, they 
conclude*" 23 



"Emotion or affect is aroused when a tendency to respond is arrested 
or inhibited* The tendency to respond may be either conscious or 
unconscious e • # # Such conscious and sftlf ""conscious ttndtnclts art 
often thought of and referred to as * expectations '. * 25 

"Every inhibition or delay creates uncertainty or suspense* " 27 

Ignorance may give rise to sanguine feelings or a desire for 
clarification which is unfulfilled-throws individual into doubt and 
uncertainty. 27 



"Greater the buildup the greater the release*" 28 



"Unexpected always a possibility, cot a complete surprise •" 29 



"if no mental synthesis takes place 
1. mind may suspend judgment 

2* mind may reject whole stimulus and irritation set in 
3. unexpected consequent may be seen as a purposeful blunder*" 29 

"Expectation involves a high order of mental activity." 30 



"Mental activity need not be conscious, 
probably remain unconscious*" 30-1 



if not the response will 



"If intellectual activity remains unconscious— tension and dellbera- 
cognltionf^ d 31* nCed * 8 or *ff tc ^ rather than as oonscious 



"Embodied musical meaning is, in short, a product of expectation. 
If on the basis of past experience, a present stimulus leads us to 
expect a more or less definite consequent musical event, then that 
stimulus has meaning." 35 
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tt Past experience and remote past experience are important* " 36 

"The operation of intelligence in listening to music need never 
become self-conscious." 38 

"Understanding is a matter of habits acquired." 39 

"Same processes give rise to affect as give rise to embodied 
meaning." 39 

"Affective experience is Just as dependent upon intelligent cognition 
as conscious intellection— both involve perception. Thinking and 
feeling are different manifestations of a single psychological 
process* 39 



Music that does not arouse expectations is meaningless • • . 

and therefore music in a style with which we are totally unfamiliar 

is meaningless. This state of total unfamiliarity is. obviously, 
very rare with most music we hearT^ / ' ^Yiousxy, 

"Past experience h refers to what has gone on before in the music; 
to the experiences the listener brings with him to the music and to 
the laws of mental behavior which govern his organisation of stimuli 
into patterns and the expectations aroused on the basis of those 
patterns." 

"Consequent musical event" refers to three stages of meaning: 
occuiP 0tlXet * Cal meanings ~ are those that we imagine are going to 

2. evident meanings - are those which actually do occur. Since each 
e Y? nt , 7 s P receded aad followed by another, there arises a chain of 
stimuli and responses which fluctuate between the two kinds of mean- 
ing. For instance, on hearing a chord we assume it will lead to 
another sound which we expect. It may lead to an unexpected chord. 
Just as easily « In any event we are able to perceive the relation 
between an antecedent and its consequent only after it has occurred. 

3. Determinate meaning - refers to the relationships existing after 

all of the events and relationships have occurred and are as fullv 
understood as possible. * 



Meaning and affect are part of the same psychological process. 

.... while the trained musician consciously waits for the expected 
resolution of a dominant seventh chord the untrained, but practiced, 
listener feels the delay as affect . " 40 



"A sound or group of sounds that indicate, imply, or lead the listener 
to expect a more or less probable consequent event are a musical 
gesture or sound term within a particular style system." 45 



Often the hypothetical meaning of a sound term is very different from 

-J^!!Ii dtn L maaning * ¥• ;? ptc ? one th3Ln «' but **Uv hearing it, get 
another. We are constantly altering our expectations." 48 



"Deviations will be most effective where the pattern is most 
complete." 50 




J 



Ambiguity arisos either because the progressions involved in a 
passage are so consistently i rregular and unexpected that the 
listener begins to doubt the relevance and efficacy of his own ex- 
pectations or because the shapes of the sound terms are so weak and 
uniform that there is only a minimal basis for expectation . 51 



Re. Sohenker - "Too much emphasis upon the highest architectonic 
level not only tends to minimize the importance of meanings as they 
arise and evolve on other architectonic levels but it also leads to 
a statio interpretation of the musical process. * 52 

"While we are experiencing music, we hear modulations and changes of 
key; we experience shifts in tonal center." 53 



"We have stated that styles in music are basically complex systems 
ox probability relationships in which the meaning of any term or 
series of terms depends upon its relationships with all other terms 
possible within the style system." 54 



Style follows the laws of • probability and here he ouotes Frances 
Densmore s work. 55 



". . . in a sense, each particular piece is also a particular 
style system. * 56 



The best way to develop sense of style— "This can be achieved only 
througn practice in listening and better still in performance." 5 6 

Like the perception of and response to the more generally continuous 
aspects of style, the understanding of. form is learned, not innate." 
we hear many works of a class and then generalize about a form. 56 

The development of all stylistic response sequences involves 
abstraction." 57 



"It 1 b important to know, in a general way, what the style of music 
is so that the responses brought into play will be relevant— it is 
also important to know what formal procedures are being employed. 

For our opinions as to form modify and condition our expectations." 58 

"One brings different expectations to a Schubert impromptu than 
to a sonata movement." 58 



The experienced listener will, for example, bring a very different 
set of habit responses into play if he is about to hear a sonata 
movement by Stravinsky from those which will be activated if he is 
about to hear a sonata by Schubert." 59 



Information about a style affects what we look for and 
of our perceptions and our responses." 59 



"the speed 



"Form is always specified with reference to style, 
should be particularized with reference to form." 



just as style 
59 



"Having heard a Schubert sonata does play a part in perception of 
one by Stravinsky." 59. v ,wn 01 
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"Tht response to music as well as Its perception depend upon learned 
habit responses, " 60 

"Styles constructed by musicians depend upon a particular time and 
place and are not based upon universal, natural relationships Inherent 
in the tonal material itself, M 60 

"The experience of music must be based on responses acquired through 
learning,” 61 

"Understanding music is not a matter of dictionary definitions sf 
knowing this, that, or the other rule of musical syntax and grammar, 
rather it is a matter of habits correctly acquired in one's self 
and properly presumed in the particular work," 61 

"Objective knowledge and conceptual understanding do not provide the 
automatic- Instinctive perceptions and responses to ensure under- 
standing," 61 

"Habits arc important, " 61 

"Expectation must have status of an instinctive mental and motor 
response, 61 

"Early instruction is important." 62 

"Motor learning plays a role early in instruction," 62 

"A deviation may become normative after a period of time," 65 

Style changes come about in part from cultural change. More impor- 
tant, each style destroys itself by deviation, "This means that 
°^ce ? style is established there is a constant tendency toward the 
addition of new deviants, and toward pointing up, through emphasis 
or exaggeration, those deviants already present. In short the nature 
or aesthetic communication tends to make for the eventual destruction 
of any given style." 65 

Traditional, Academic, and Decadent Art: "The traditional artist is 
one who understands the relationship of norms to deviants and who 

w ? r f 8 v Wlti 4 n • . . The academic artist, extolling 

what he thinks to be tradition, views norms as ends in themselves. 

He codifies not only the norms but also the deviations, giving these 
the status of norms. Palling to understand the necessity for 
flexibility in deviation, his art becomes fixed and sterile. Deca- 
dent art, in contrast is art . , . where deviations are so to speak, 
pursued for their own sake." 71 

"The patterns of sty} e are fixed by neither God nor nature but are 
made, modified and discarded by musioians. Hhat remains constant 
is the nature of human responses and the principles of pattern 
perceptions." 73 
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Preparatory Set p. 73 

1. Listeners belief about aesthetic experience 

2. Experience and knowledge previously acquired in listening and 
studying about music. 

Information gathered on the particular occasion in question. 
"Nothing in art happens without a reason. n 75 

"One must come to the listening experience with a preparatory set 
• • • be ready to listen, believing that the experience is to be a 
significant event. We believe that real accident is foreign to 
good art." 75 

"The relationships set forth in the art work are significant." 76 

"The story of a composer doesn't do anything to help appreciation 
directly but aids appreciation by strengthening belief and creat- 
ing a willing attitude.” 76 

"Dispositions may be acquired either systematically or by chance." 77 

"Knowledge crucial, if we know that a particular movement is theme 
and variations we are intent on following the theme." 78 

Our learned habits influence our perception. "Where the center of 
our interest lies, there, ceteris paribus , a figure is likely to 
&ri88« (O 

"An expected stimulus will be perceived and understood more rapidlv 
than would otherwise be the case.” 79 * * 

Anticipatory motor attitudes form part of the preparatory set on 
the basis of information as to composer, style, or form which leads 
the listener to expect a repetition of past motor experiences, 
program notes as to tempo, volume, mode, mood and so forth and 
visual clues. 79 

Meyer quotes Mursell that ultimate foundation of rhythm is to be 
found in mental activity. Quotes Sachs and Brelet that rhythm 
comes from the mind not the body. 81 Concludes that Everything 
which occurs as a motor response can be accounted for in terms of 
mental aotlvlty and, since the converse of this is not true, music 
is best examined in terms of mental behavior. 82 

"The mind is the organizer." 83 

Though, as we shall see, the mind organizes and groups the stimuli 
it perceives into the simplest possible shapes or the most satis- 
factory tnd complete figures possible, what is, in fact, the most 
satisfactory organization in any given case is a product of cul- 
tural experience." 85 



”... any generalized Gestalt account of musical perception is 
out of the question. Each style system and style will form 
figures in a different way. " 85 

• • • "The number, interdependence, and subtlety of the variables 
involved in musical perception make the establishment of a system 
of analytical rules of thumb impossible." 86 

"The fundamental axiom Of Gestalt theory is the law of Pragnanz, 
which states that 'psychological organization will always be as 
'good 8 as the prevailing conditions allow.'" 86 

"For the mind is constantly striving toward completeness and 
stability of shapes." 87 

"The better the psychological organization, the less likely is it 
that expectation will be aroused." 87 

"Without thought and memory there could be no musical experience." 

"If expectation results from, say, a definite structural gap, the 
delay in completion of the thought process will result in affect 
unless the process is rationalized on the conscious level." 88 

"The law of Pragnanz functions within the memory process, which 
tends to complete what was Incomplete, to regularize what was 
irregular, and so forth. Moreover those shapes which are not well 
figured and which the memory is unable to 'straighten out,' com- 
plete or make symmetrical will tend to be forgotten." 89 

"There is a great difference between recognition and recall." 90 

"Traces left by memory are constantly changing, normalizing, em- 
phasizing, or pointing, autonomous changes. Rehearing is a new 
hearing, yielding new insights." 90 

Continuation - 

"Continuation is the norm. Disturbances in continuation are points 
of deviation. 

a. process reversal - when one process ohanges to another - 
e.g. when, during a modulation, we reaoh the dominant and 
it is stressed, we then expect the modulating process 

to cease and the new key to be established. 

b. delay in process - when a gap in the prooess occurs and 
then the process is continued. 

Specific examples of each are found in the Chopin Prelude, 

Op. 28, Ho. 2. A process reversal occurs in the harmony. Hot ice 
that the bass line opens with E, D, G or VI-V-I in the key of G. 
B-A-P . . . but it does not . . . instead the A (V in the key of 
D) becomes the 5th of a half-diminished chord (Df-P#-A-0#) which 
becomes a diminished 7th chord in measure twelve, and then becomes 
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a modulating chord {Italian sixth) in measure fourteen and finally 
moves to the 16/4 of E in measure fifteen? * 



A delay in process is illustrated in the same Prelude at 
measures twelve-fourteen. Until this point the melody had started 
in each new succession on the last note of the old pattern. Here 
it starts on a different note, the A in measure fourteen. Xo 
emphasize that this is a delay in process the melody moves from 
A-E-F natural. Had it moved to F# it might have seemed like a 
repeat of measures ten and eleven. After this the melody again 
continues'. ... * ° 



Keep in mind the distinction between continuation and repe- 
tition. When something continues, it is going somewhere. Repeti- 
tion is simply reiteration. "See the cow* is an example of 
continuation in prose (a horrible example). "See-See-See-" is an 
example of reiteration. 

Completion and Closure - 

There are two kinds of incompleteness: 

1. a structural gap - something left out or skipped over - 

2. a desire for closure - that is, when a pattern is good 

80 88 it goes, but just hasn‘t gone on long enough to reach a 

satisfactory conclusion. 

A structural gap is a place that needs to be filled in. For 
instance, the opening of the Bach Brandenburg Concerto Ho. 5 begins 
with gaps which are filled in by the descending scale passage on 
counts three and four. Because these gaps are filled in right 
away , there is little affective response. However, the next 
example, Che faro senza Buridice n creates gaps which are not 
80 Quickly, and the passage is therefore much more 

affective. 



An example of the desire for closure is shown on page 130. 
Here the sudden interruption of the flow is a break in continuity 
that creates a need for closure. This is not a structural gap. 
because it is never filled in. . . the process of continuation 
satisfies one s expectations. 

Saturation - 



A passage which repeats over and over again causes the listener to 

expect a change - because it prevents continuation and because it 
prevents completion. 



B S? u ^*i oa h* th ® ?®P® at8d figure in the 1st movement 
of Beethoven s Sixth Symphony, (example printed on page 136.) 
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"In a situation where repetition is not normal and understandable, 
the longer a pattern or process persists, the stronger the expec- 
tation of change." 136 

"Tonality Is probably the most important single facet of style— the 
sine qua non of even the most primitive musical organization. " 138 

However, one must not expect all reiteration to cause saturation. 
When a repeated figure is understood as part of the texture it does 
not create expectations of change. An example of this is the figure 
used in Debussy's Piano Prelude "Des Pas sur la Neige". Notice 
that this repeated figure is circular and doesn't want to go any- 
where. A ground bass, on the other hand, has shape and tendencies 
of its own and thus is not a "static entity. " 

Melodic Completeness and Closure - 

Our understanding of melodic completeness is always related to the 
particular case at hand. For instance a sustained tone will some- 
times cause one to expect a change, but sometimes it is ignored 
because it is not prominent or because it acts in another way— say 
as a pedal point, for instance. 

Our expectations of pitch movement are also related to the parti- 
cular composition. Generally we expect a high note to come down 
and a low note to go up. But this depends on who has the note • • • 
for instance a bass singing a "high note" would be singing what a 
soprano might consider a low note ... or a tuba playing its 
highest note would be playing a piccolo's lowest note (approxi- 
mately). But in general, one could say that what "seems" low, 
seems relaxed, and vice-versa,. The same could be said for tempo: 
slow tempi seem more relaxed than fast tempi. Likewise fo~ 
dynamics— soft is more relaxed than loud. But, any of these 
generalities are subject to change according to the particular 
composition. • • just as the "still, small voice" had a greater 
effect than the big storm. 

THE LAW OF RETURN 

Recurrence is repetition after contrast. Reiteration is repetition 
without contrast. With the former we have expectations of return, 
but not necessarily with the latter. 

Reiteration is "successive comparison." A pattern is established 
and the only jolt one receives occurs when there is a deviation 
in the pattern. 

Recurrence is a going away and coming back sort of thing. Coming 
back brings relaxation. 



An example of recurrence is the Beethoven Quartet, opus 131, 5th 
movement. Notation handout, p. 155. 
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THE WEAKENING OP SHAPE 

There are two extremes: complete uniformity and total segregation. 

When there Is no difference at all ir successive elements we have 
complete uniformity. When the successive figures are so unrelated 
that we cannot distinguish any kind of shape at all, we have complete 
segregation. 

Uniformity occurs with chromatic and wholes tone scales and with 
diminished and augmented triads. Because uniform progressions have 
no apparent goal, they seem ambiguous. And, ambiguous patterns 
create a desire for clarification. The point at which the process 
ends Is a reversal, and Is the climax of that process. On page 164 
there Is an example of a chromatic passage which Illustrates uniformity 
(chromatic motion) and is thus ambiguous. 

The Bruckner passage on page 165 shows a more complex kind of ambi- 
guity. The rhythm is clear at a lower level (anapest) but at a 
higher level It Is uniform, since there is a series of anapests. The 
same Is true of the pitch succession: at a lower level there is a 

distinct pattern: fourth, half-step, descending minor third. But at 
a higher level it sounds like a series' of augmented fourths. As 
Meyer indicates, the progression is not precisely unifora, but the 
differences are so slight as to be "subliminal." 

Harmonic uniformity is produced in a number of ways: 

1. equal intervals in succession 

2. identical chord qualities in succession 

3. identical chord progression (sequential) 

4. a combination of any/all of the above 

Examples : 

1. Brahms Second Piano Sonata - series of diminished 7 th chords, 
chromatic movement. 

2. Schumann - Humoreske - series of diminished 7th chords. 

Debussy, Nuages - series of 9th chords. 

3. page 168- sequences of chords. 

4. Hayda - Sonata in A flat - example of uniform pitch and 
rhythmic succession, coupled with continuous sequential 
processes, see p. 172. 

Some differences are so slight that they are hardly noticed, and thus 
give the impression of uniformity. See text notation* p. loO. 

"Mind organizes texture." 185 

"Again mind is not a tabula rasa, it organizes on the basis of past 
experience. If it conditions what is looked for, it modifies what is 
perceived." 187 

Vague and uncertain progressions may create tensions— one expects the 
uncertainty to resolve itself. Example: Berlioz: Symphonic Pantastloue . 
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Uncertainty may arise when the listener isn't sure whether or not a 
stimulus is thematic or not — e.g. is the sound the theme or the 
introduction to the theme? Example; Schubert, Symphony in 0 Major 

Mozart. Piano Concerto in J) Minor 

t 

Texture 

Three textural situations: 

1. Law of return: 

2. Widely spaced texture operates like structural gaps— desire to fill 

in. Example: Berg, Lyric Suite, (see notation, p. 190) 

3. A series of uniform stimuli may seem incomplete— perceived as an 
accompaniment for a theme or melody which is still to come— which 

is expected. Example: Mendelssohn - Italian Symphony. 

In a fugue, one kind of texture is expected to be continuous . i 
change of texture under such circumstances causes doubt and uncer- 
tainty. Example: Handel Concerto Grosso Ho. 2 (see notation in 

text p. 191) 

"Only gradually as the accompaniment become., more active melodically, 
as though influenced by the fugal sections with which it alternates, 
does the listener begin to understand that the homophonic texture will 
eventually become part of the general polyphony of the fugue." 

191— 19 2 

Weakening of texture - 

Beethcven, Symphony No. 9, 1st Movement (see text— p. 193 for 
notation) 

All features are incomplete and ambiguous to begin with, exoeot the 
relation between figure and ground. This is clear, at first, but 
gets progressively less clear as the figure gets more like the ground. 

DEVIATION IN PERFORMANCE 

Ornamentation - 

1. Ornaments Inhibit (delay) arrival of the expected structural tone. 

2 . Ornaments create doubt and uncertainty, however momentary, as to 
which tone is the structural or substantive one." 207 

Chromaticism - 

"In the instrumental music of the classical period ohromaticism is 
employed with great effectiveness but not generally speaking, in the 
construction of themes and melodies. . . . Rather chromaticism finds 
its place in the bridge passages and development sections where con- 
trasting with the more regular and normal progressions of the theme 
groups, it combines with other types of deviation to create suspense 
and uncertainty." 221 
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Rubato, vibrato and tempo variation# are all forme of deviation from 
the norm, and that is vhy they are expressive* Contrast to a 
performance* 

Minor mode is more affective because it is more ambiguous and less 
stable than the major mode* 

Consonance and Dissonance— -the former represents the element of 
normalcy and repose; the latter represents the element of irregu- 
larity and disturbance. 6 
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Becorded Mu el cal Examples * 
for. 

Emotion and Meaning in Musio 



p. 48 Bach 

p • 53 Beethoven 

p. 94 Chopin 

p. 97 Wagner 

p. 102 Schumann 

p. 105 Beethoven 

p. 105 Bizet 

p. 105 Mozart 

P. 105 Beethoven 

p. 105 Haydn 

p. 117 Handel 

p. 119 Stravinsky 

p. 121 Havel 

p. 122 Debussy 

p. 123 Mozart 

p. 125 Beethoven 

p. 130 Haydn 

p* 134 Bach 

p. 135 Beethoven 

p. 137 Debussy 

p. 140 Hindemith 

P# 145 Beethoven 

p. 164 Liszt 

p. 165 Bruckner 

p. 166 Brahms 

p. 167 Schumann 

p. 167 Debussy 

p. 169 Bartok 

p. 172 Haydn 

p. 180 Berlioz 

p. 183 Schubert 

p# 184 Mozart 

p . 189 Berg 

p. 190 Mendelssohn 

P» 191 Handel 

p. 193 Beethoven 

p. 221 Mozart 



Fugue in 0 Minor 

.... — -----omitted 

Prelude Op. 28, Ho. 2 
Liebestod from Tristan and Isolde 
Piano Concerto, 1st mvmt., 1st theme 
Symphony Ho. 1, Minuetto — iambic 
Carmen, Entr'acte, let III — anapest 
Quartet in 1 Major, Minuetto— trochaic 
Symphony 9, Scherzo™ dactylic 
Surprise Symphony, Minuet.to-amphibrach 
Concerto Grosso Ho. 4 
Hiatolre dg Soldat . Soldiers March 
String Quartet, 2nd Movement 
Hocturne, Petes 

Sonata P Major, first movement 

Symphony No. 3, 2nd Movement 

Symphony 104, Minuetto 

Brandenburg Concerto #5 

Symphony No. 6, 1st Movement 

Piano Prelude, "Das Pas sur la Neige" 

Mathis dsr Meier, 1st Movement 

String Quartet, Opus 131, 5th Movement 

Plano Sonata*— omitted 

Symphony #7, 1st Movement 

Plano Sonata Ho. 2, last movement 

Humoreske, Opus 20 

Nocturne, Nuages 

String Quartet §3 - omitted 

Piano Sonata 1 flat Major 

Symphonie Pantastique, 2nd Movement 

Sumphony No. 9, C Major, 2nd Movement 

Plano Concerto D Minor 

Lyric Suite, 5th Movement 

Italian Symphony, 4th Movement 

Concerto Grosso No. 2, Pinale 

Symphony No. 9 

Don Giovanni, Act I, Scene 2 
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Meyer dots not spell out slsmsnts or skills and knowledges necessary 
in his book but these are easily derived* One can find reference 
to the following abilities* 

Recognize 

Like chords. 

Basic progression* 

Like rhythms* 

See relationship between melody and accompaniment* 

Know what is possible with a style* 

Bear modulations, changes of key, shifts in tonal center* 

Know usual root progressions, probability, as set forth by 
Piston, Zarllno and Rameau* 

Know laws of melodic progression (Lipps-Meyer law). 

Ascending and descending intervals* 

Accidentals* 

Humber of repetitions of an interval* 

Whether the figure employed is in ascent or descent* 

Pull cadence. 

Platonic melodic motion (Wagner presupposes these as style norms) 
Hon harmonio tones* 

Added 6th. 

Parallel phrases* 

Phrases beginning with common tone junctures* 

Differences in accompaniment and lead part* 

Comparison between rhythm and melodic line* 

Syncopation* 

Regularity. 

Meter differences* 

Intervallic progression upward. 

Break in vocal line (sequential progression)* 

Accented and unaccented* 

Rhythm. 

Tonality - "the sine qua non" ... of style. 

Tempi. 

Dynamics* 

Tessitura of instruments* 

Triad must be the norm* 

Metrical distrubance without metric incompleteness* 

Harmonic completeness. 

Shape. 

Uniformity* 

Wide distances between parts of a textural field. 

Deviations in performance. 

An attempt was made to develop from Meyer an ordered arrangement 
of the elements as they would fit into a learning theory, in this 
case the learning theory of Ausubel. 6 The following charts chow the 
result of this attempt. The large, subsuming concepts are placed in 
boxes; the other items derive from them* The levels are not dlsorete, 
but are meant to indicate generally a suggestive difficulty, pending 
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experinental work. for exaaple, "rhythn* It Included at level four 
because of the conplex intellectuallsation involved in recognising 
end understanding it. The. order of the itens under each broad con- 
cept is not indicative of any hierarchy.' V 
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jlonality 
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rtiy Am] 

I Modulation 



Chord Cadence 

Hoot IV - I 

Primary Chords v - I 

Quality (M,m v t(~)) I - V 

Dominant 7 V - VI 

Invarsion 
Altered Chords 
Broken Chord 




Scale 

Keytone 

Modes 

Major 

Minor (3 forms) 
Relative 
Parallel 

Diatonic 
Half-8tep 
Whole- Step 

Chromatic 
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fpulM 



(fiaat) 



Upbeat (anacrusis) 



Down* tat 
Ehytha 



polyrhytha 

Meter 



Syncopation 

Stress 

Accentuation 



Simple Duple 
Compound Triple 

Measure 
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Tht next level would perhaps involve form and the techniques 
of repetition, variation, development, imitation and transformation 
(expansionA Expression, mood, expectations, tension and repose and 
their relation to style can be dealt with very simply or become one 
of the broadest concepts • 

At this juncture it was deemed important to give a listening 
test to non- experts in order to discover what they could hear in 
music. College students were chosen, rather than lay adults or 
public school pupils, for two reasons. {1} They were close enough 
to their public school years to reflect the effects of public school 
training; (2) they would be more able to verbalize, to cope with 
the difficulty of the test, and to summon the necessary concentra- 
tion, than would public school pupils. The test was administered 
college students from three Illinois universities, both music majors 
and non-music majors. They were given two ■'aids® not offered to 
the experts; they had a line score to follow for every composition, 
and they were given an oral explanation which included listing the 
musical elements commonly heard by educated listeners. This latter 
was done to help guide the less experienced listener so that his 

answers might more neprly indicate the true extent of his listening 
skill. 



The compositions used for this test are given b6low. Each com- 
position was heard four times. 

Bach, Second Suite in B Minor, Third Movement 
Fergolesi, Stabat Mater, Second Part 

Haydn, String Quartet Opus 20 in P Minor, Second Movement 

°P US 51, Mo. 2, Third Movement 
m Histoire du Soldat, Fourth Movement (March) 
Prokofleff , Classical Symphony, Third Movement 
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The completed lint score tests were analyzed and the reoponses 
placed In one of two lists, musical response and non-nusloal response* 

fHe responses were also analyzed aoeording to the listener’s status 

0 

of busIc aajor or ncn-nuelc Major. 
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LINE SCORE LISTENING TEST - COLLEGE MUSIC MAJORS 



Musical Items Heard : 

1. voice doubling by instrument 

2. articulations 

3. major cadence in minor context ("Picardy third") 

4. form identification ("Aria") 

5. dynamic change 

6. recognition of accent, but not type 

7. imitation 

8. dissonance 

9* repetition of small section 

10. parallel motion 

11. sequence 4 

12. minor key 

13. rhythmic repetition 

14. recognition of unifying rhythmic figure (not that it unifies, but 

that it runs through composition) 

15* recognition of large-scale repetition (vague) 

16. rerun to beginning (not identified as ABA form, though) 

17. notices Baroque ornamentation— without comment 

18. melodic transference between instruments in rapid succession 

19. indication of themes 

20. use of nonharmonic tones as embellishments 

21. "jazz rhythms" (in Stravinsky) 

22. meter changes 

23. tempo change 

24. V' — .1 cadence 

25. countermelody 

26. arpeggios 

27. basic I-IV-V progression 

28. "steady" beat 

29. delayed cadence 

30. identification of periods and composers (no reasons given) 

31. recognition of superimposition of figuration over theme (no 

descriptive vocabulary) 

32. unusual accentuation— 3rd beat sf (but no vocabulary: "lots 

of feeling") 

33. AB form (without vocabulary = a change of thought) 

34o identification of: period and style 

35. identification of: lead tone (in connection with performance) 

36. use of figured bass 

37. minor and major cadences and key 

38. cadence recognition 

39. cadential anticipation 

40. V - I cadence 

41. dynamic changes and contrasts 

42. indication of phrase ending 

43. indication of large interval 

44. articulation oontrast 

45. repetition of rhythm 

46. repetition of theme 



COLLEGE MUSIC MAJORS 



Musical I teas Heard (cont.) 



47. 

48. 

49. 

50. 

51. 

52. 

53. 

54. 

55. 

56. 

57. 

58. 

59. 

60 . 
61 . 
62 . 

63. 

64. 



prominent accents (visual recognition) 
emphasised octavs leap (without recognition of 
device) 

contrary bass motion 

chromatic motion 

pedal ("held note") 

descending scale (heard, not seen) 

use of ornamentation 

introduction to solo orchestra interlude 



use as accentual 



solo vs. group 

modulation 

imitation 

moving bass (under static solo line) 

indication of theme (by what instrument hears it) 

function of rest to contrast with sound 

linear, rather than vertical accompaniment 

variety through slight alterations in phrase repetitions 

tension (with no indication of musioal means) 

melodic predominance 



Kon-muslcal Items Heard ; 

1. misunderstanding of term "syncopation" 

2. identification of language in vocal work 

3* mle- identification of language in vocal work 

4. importance of ornament (trill) over-rated 

5. instrumental identification to exclusion of much else 

6. mis-identification of stylistic period 

7. mis-identification of fora 

mis-identification of minor and major 

8. imposition of performance techniques on score 

9. criticism of: performance 

recording 

test administration 
examples chosen 

10. description of visual, rather than aural faotors 

11. non-anaiytical terminology ("very peaceful" "rhythm simnle" 

"tempo is even") 

12. imposition of program ("It sounds like a song of nature— 

not a sad song nor happy either") 

13. descriptions of instruments and techniques 

14. criticism of performance ("Singer needs breath") 

15. lack of terminology ("Smooth"). * 

16. “change of mood" 

17. appreciative comments ("good") 

18. assumption of correct performance, incorrect score 

19. identification of Brahms as Baroque comnoser 

20. misuse of term "syncopation" 
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COLLEGE MUSIC MAJ0E8 




) 



21. identification of Brmbas ti Hindeaith 

22. oritlcisa of selection oho sen for test 
23 • orltioien of tape used for test 

24. here's a selection of quotations: 



"special effect" 

"feeling of finality" 

"tricky rhytha" 

"what a part for the truapet to cut. 
"laughing effect" 



WWI" 
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LINE SCORE LISTENING TEST - COLLEGE H0N-MU8I0 MAJORS 



Musical Items Heard : 

1. tempo change (due to performance) 

2. crescendo ("Increased volume") 

3. recognition of performance medium 

*4. modification of theme (2 got this; was missed by most music 
majors) 

5. recognition of second part of AB form as "variation" 

6. minor-major alternation 

7. recognition of minor key 

8. recognition of the unexpected (contrast) 

9. recognition of unusual grouping ("5 notes together") 

10, recognition of changing meter ("odd counting in spots" Hgrupetto) 

11. recognition of march 

12* general identification of the obvious outstanding features 

(for example octaves in melody of Prokofiev-Classical 8v»t>honv. 

3rd movement) to greater extent than music majors, but no 

vocabulary for expression (this is typical of all tested, 
however) 

13* recognition of contrasting dynamic levels 

14. instrumental voio e-doubling 

15. orohestrational variety as a stylistic feature 
*16. use of repetition of phrases and rhythmic patterns 

17. descending scale (heard) 

18. V-I cadence 

*19. Note : some use of technical vocabulary: i.e., "terraced dyna- 

mics ; chromatic ascending" not found in music majors* 
tests. But wide divergence in skills among those tested. 

20. semi-identification of stylistic influence— example: "Par— East: 

for 1/2 step pattern in Stravinsky "L* Historic du Soldat" 

21. identification of style and composer 

22. rhythmic repetition 

23. bass motion 

24. harmonic voice spacing 

25. melodic dominance 

26. imitation ("bass repeats treble melody") 

27. sequence ("incomplete definition repetition of same melody") 

28. repetition of theme 

29. repetition of phrases 

30. repetition at lower pitch 

31. altered repetition 

32* recognition of rhythm of theme (without vocabulary to express it) 

33. minor-major recognition 

34. type of composition (quartet symphony) 

35. major cadence in minor key ftieroe de Picardie") 

36. use of sequences 

37. deceptive cadence 

38. tempo indication ("fast") 

39. ABA minuet form (one recognition) 

40. two part (AB) form (one recognition) 
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COLLEGS NON-MUSIC MAJORS 
Musical Items Heard (cont. ) 

41. repetition within email space of time 

42. repetition ae an aspect of form (one recognition) 

43. modulation to relative major (not stated in precise terms; 

given as n mlnor to major 1 * or as "P minor to id major**) 

44. melodic variation (little recognition) 

45. changing meter 
46* syncopation 

47* dynamic contrast (sometimes indicated by clroling dynamic 
symbols) 

48. accentuation (no differentiation between types) 

49* attempt at simple harmonic analysis ( one ) 

50. rhythmic variant 

51* imitation of rhythmic motiv (not identified as such) 

52. use of counter melody (one) 

53. melodic predominance 

54. **very unified composition, well constructed** (no indication of 

method) 

55* recognition of figured bass (one) 

56. use of close spacing 

57* Indication of choral appearances and changes 

58. construction of melody in harmonic minor scale (one) 

59* descending line under prolonged trill 

60. identification of a lead tone (one) 

61. contrast between solo violin and full group in string quartet 

62. terraced dynamics (one) 

63* string accompaniment follows vocal line 
64. recognition of third beat strong dynamic aooent by work 
’’interesting" 

65* pedal point 

66. use of octaves in theme (as identifying factor) 



Non-musical Items Heard : 

1. critical of style ("too abrupt") 

2. terminology ("flows") 

3* imposition of performance characteristics on score 
4. mis-identification of syncopation 
5* programmatic (little) 

6. criticism of performance 

7. hears non-existent fugue 

8. identification of language in vocal selection 

9. criticism of performance ("soprano off pitch**) 

10. hearing only instruments 

11. correction of line score to accord with performance 

12. use of non-musical descriptive terms ("light or gay" "sombre" 

"galloping pattern" etc.) 

13* identification of items seen on line score, rather than heard 

(key changes, Intervals, language of vocal selection, dynamics, 
etc.) 

14. inability to use technical terminology to describe musical 
phenomena (ex: use of imposed musical symbols to describe 
dynamics) 



COLLBGB NOB-MUSIO MAJORS 



Bon-muslcal Items Heard, (oont. ) 

15* tendency to hear non- existent instrument* ( example : horn in a 
string quartet) 

16* musical features heard in terms of instruments (example: 
instead of "pedal*— " cello holds E") 

17. „ indication of strong individual preference ("I hate it" "ugh") 

18. historic and stylistic in&ccuraoy (confusion of Baroque and 

Classical, Renaissance with Classical, use of harpsichord in 
Renaissance) 

19* false Identification of theme 

20. non-recognition of slaple forms (example: alnuet and trio 

identified as two movement*, or trio mentioned ?s second 
theme ) 

21. use of appreciative comments without supporting evidence ("good" 

"interesting" "exciting" "odd" "clear" "unusual" "nloe" 
"beautiful"; 

22. programmatic items greatly exceed music majors 1 tests 

23. use of non-musical terminology ("smooth; determined, tender," 

etc. (also "serious; weird") 

24. criticism of performance some on very low level— "WOWl" for 

execution of trill 

25. criticism of composition, without foundation: 

"This variation is too long— more contrast" 

"Good delay" However, might be turned to good acoount with 
proper training 

26. value judgments "nice dynamics" 

27. supply of socio-scon background connected in great detail with 

superimposed program political 



Results from testing non-experts tended to confirm all previous 
findings; listeners, even those with relatively little training, 
can and do hear specific elements in the music, which make it meaning- 
ful and which contribute to the desired listening experience. In 
most eases hearing musical elements depends upon having specific 
knowledges or skills. Where these are not present the listener's 
reactions are erroneous * (usually) his pleasure slight. 
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Chapter III . 

The material described in Chapter II confirmed general agreement 
that possession of oertain knowledges and skills by the listener 4 
enhances his chance for a high level musical experience. Pre- 
sumably, these skills and knowledges are a necessity, although thir 
question was not answered in the study. They would appear to be 
necessary for the listener to perceive the meaning of music as 
posited by Leonard B. H©yer. Thus*, the consensus was that know- 
ledges and skills are valuable; they should be taught as they may 
be the only area of music listening which can actually be taught. 
Further, there seems to be little disagreement as to what elements, 
knowledges and skills are desirable. 

There are many ways that elements, skills and knowledges such 

t * 

as determined by this study might be taught. Curriculum work in 
elementary music is so limited that no teaching approach has been 
either discarded or favored due to experimental work. In this 
study, four different approaches were used. They are referred to 

r 

in the tables as K, f, . L and A, indicating respectively textbook 
emphasis, stress on keyboard performance; textbook emphasis, stress 
on factual information; expectation emphasis, stress on listening; 
and textbook emphasis, .stress on aural-singing approach. Bach of 
these approaches, or emphases, occupied one-fourth of the school 
year. Bach emphasis had different objectives and was evaluated 
with different measures. Most of the classrooms, used in. the study 
followed the same sequence of emphases, with each class beginning at 
a different place in the sequenoe, as explained on page 112. The 
assumptldn was made that any difference in the ordering of learning 
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experiences might affect the results even for this limited trial 
period. This assumption was based upon the further assumption .that 
a pedagogical order can. exist for the field of music Instruction, 
comparable to the pedagogical order of other disciplines, and that 
the present unordered curriculum which generally exists for music 
is not the final answer. 

Related to the proper ordering of learning experiences is the 
inherent difficulty of any item to be learned. For example, some 
experts contacted in the study expressed doubt that children could 
grasp the concept of a phrase until they could understand the mean- 
ing of "phrase H as applied to language. Obviously, if this is true 
there are also many other concepts basic to music teaohing which 
may be beyond the level, of the children to whom they are now being 
introduced. In such a case, skillful teaching could accomplish 
little; the problem would be one .of content rather than of method. 
Further* the great art music of the centuries was not written as 
teaching material, „and its use for this purpose might hamper learn- 
ing rather than further it. In this connection, one suggestion 
was made that musical listening be taught to children through the use 
of lesser art works— Hummel rather than Beethoven, Carrissimi rather 
than Mozart— so that the great works could be approached fresh when 
the student was sufficiently mature and experienced. This is a 

tantilizing suggestion, but one which was not incorporated into the 
present .study. 

Situations 

The r>lan of the original proposal was to teach four olasses of 4th 
grade students in two cities, each group of four taught by the same 







teacher. to avoid teaoher variable. In implementing the proposal, 
filth grade studente were used rather than fourth, for the follow- 
ing reasons: better teacherB were available at the fifth grade 

level, * number of teachers felt that the pro jeot had a better chance 
of success with the fifth grade child and better, teaching situations 
could be arranged o. Justification for the change of grade level, if 
any is needed, is supplied by the findings, of music achievement 
studies* Besearch in this area has found that, with the exception 
of factual knowledge, no learnings take place in one year of ele- 
mentary .music which may not be attributable to maturation or influ- 
ences outside of school. In many, instances, even growth in factual 
knowledge is not sufficient to be signif icant . Therefore, it was 
felt that the change of grade level would have no affect upon the 
outcome of the study. Some thirty-five school systems were screened 
from the Illinois public school systems, with the help of the State 
Supervisor of Music and the music education personnel at the major 
institutions of higher .learning in the state. These thirty-five 
were visited by the investigator and. five situations selected. 

Schools with both average students and gifted students were 
• desired* If poor results were obtained with children and teachers 
who were above average, th8 chances that the material could be 
successfully used in average situations would be lessened. 

Situation 1. Music specialist with three classrooms in an 
above average school in a university community, where students 
could be presumed to have had average or above average exper- 
iences with music. 

— • . lf ^ 

Situation 2. Music specialist with two classrooms, in a 
laboratory school on a university campus where students could be 
presumed to have had average or above average experiences with 
musio. This was a different city from that of situation 1. 



Situation 3. Music specialist with two classrooms, in an 
average school located in an industrial suburb drawing from Kiddle 
class families • The school system places special emphasis on music* 
• * t 9 * 

Situation 4* Music specialist with four classrooms, in an 
average sohool in the suburbs drawing from middle class families* 



Situation 5. Music specialist with five classrooms, in an above 
average school in the suburbs drawing from the junior executive class. 



This arrangement provided four test situations rather than 
the planned two. One class from Situation 5 was combined with 
Situation 1 to make a 4.x 4 arrangement. Situations 2 and 3 were 
combined, to allow for the 4 x 4 design. Situation 4 was left 
intact. .The original design was satisfied in that situations 4 and 
5 each provided. a 4 x 4 design with the same teacher a The addi° 
tional schools strengthened the basic design in allowing certain 
teachers with special skills to participate in the study, and 
allowing. one situation close-by which th~ investigator could 
observe frequently. All the teachers followed the same sequence of 
experiences, with the exception of teacher 4, who followed the 
original, completely random design. The. design was; 
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This design, followed by situations 1, 2, 3, and 5, allowed 
some practice at transition from one set of experiences to the next, 
and It also allowed the teacher to relate each set of expediences 
with those which preceded and followed. The random design used by 
situation 4 was superior for experimental purposes, but presented 
great difficulties for the teacher as far as materials, continuity, 
and objectives were concerned. Each nine weeks set of experiences 
was conceived by the investigator as a separate entity, but it was 
difficult for the teachers to accept this fact. Since the basic 
Interest of the project was listening, it seemed logical that all 
lessons should point toward the nine weeks in which listening 
activities, expectation emphasis, were stressed. 

Every school used in the study had to make modifications in 
its schedule to conform to the requirements of the study. At 
present, .no uniformity exists as to the length or frequency of 
music periods within the school week. After each school had ad- 



justed as much as possible for the sake. of uniformity, the following 
situation obtained. 

Situation 1. Classes met three times per week, 30 minute periodt 

Situation 2. Classes met dally, 30 minute periods. 

Situation 3. Classes met three times per week, two 30 minute 

periods^ one 20 minute period. 

Situation 4. Classes met daily, 20 minute periods. 

Situation 5. Classes met twice weekly, 40 tinute periods, 

is situation 4 and 5 were not compared, the differences in time and 
scheduling were not a factor in these situations. The differences 
could be. a factor in situations 1, 2 and 3, where there was also the 
teacher variable to consider in evaluating the resJlts. The time 




factor between situations 2 and 3 (which were combined to make the 
4x4 design) was not as great as it seems, due to the fact that 
situation 2 was a laboratory school which conformed to the univer- 
sity schedule of holidays and had less days of instruction t han 
situation 3* On the other hand, situation 3 had a performance obli- 
gation at Christmas which usurped some class time. 

In situation 1, a modification of the design was made in 
regard to pupil selection. In this situation, ability grouping is 
practiced throughout the school system, with one school primarily 
serving the gifted student. The particular schobl used in the pro- 
ject is the most nearly ^average of the grade schools in the commu- 
nity, but ability grouping is also practiced within the school, so 
that one group was definitely inferior to the others in intellectual 
ability. . However, even with the "gifted" student transported to 
another school in the community, situation 1 represented the highest 
I.Q. average of any of the five schools used for the study, in 
situations 2, 3, 4 and 5, ability. grouping was not practiced; the 
students were assigned to classes at random. Situation 5 involved 
sixth grade students rather than fifth grade students. This meant 
that one . sixth grade class would be compared with the fifth grade 
classes of situation 1, as they were combined to make the 4x4 
design. Although this sixth grade class has an average I.Q. of 
over 112, is better than the national average on the achievement 
test, ITBS, has good instruction and a superior home environment, 
there was no evidence in this study that the additional year of 
instruction played any part in affecting the scores in this study. 
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Durtng the course of the first semester, sufficient interest 
was generated among the other teachers in situation 4 that the 
design was expanded for the second semester, to include seven addi- 
tional classes. Although this cannot be considered a part of the 
project proper, it does assist in evaluating the results of the 
project. Each of the seven classes received two sets of experiences, 
each, set nine weeks in length. The classes .were arranged into a ~ 
4x2 and a 3 x 2 design. Results are furnished in the tables 
for these classes, and information is also provided to al low com- 
parison of the different learning materials when they are taught 
by the same teacher. Another outgrowth from the project occurred 
in situation 4. Pour additional classes participated in a full 
semester’s study of keyboard work. Professor James Lyke of the 

of Illinois .class piano department assisted in planning 
the nine .week keyboard materials. When Interest was exhibited in 
having a complete semester’s work in this area, Mr. lyke developed 
the additional materials, with the aid of the investigator. 

One .further addition to the original design was use of a 
control group on each of the final examinations. In each of the 
five communities used for the study, a control group was selected 
which took a final excmilnation but had only the regular instruction. 
In some el win* tiers the same control group took all four examinations, 
in others a different control group took each test.. This is re- 
flected in the tables. . 

Conduct of the Project 

Second semester, 1963-64, was spent primarily in defining the 
elements, skills and knowledges as reported in Chapter II. An 
assumption was made which proved to be erroneous, that a complete. 
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detailed curriculum would not be needed by the teachers Involved In 
the project. The development of materials was envisioned as a 
cooperative venture between teachers and investigator, the latter 
indicating what objectives were desired in the light of. Meyer's 
theory, and the former making suggestions as to the specific activi- 
ties which might accomplish the objectives. The areas of aural 
skillB and factual knowledges were estimated to be those in which 
the music specialist would be most experienced and be able to operate 
with independence „ while the areas of keyboard and listening would 
demand more direction from the investigator. This assumption was 
not oorrect. The teachers were reluctant to go ahead in any area 
with the selection of teaching materials and activities ; at all 
times they felt some insecurity as to what the project required. 
Therefore, all lessons had to be prepared In great detail by the 
investigator, and sufficient time. had not been allowed to carefully 
prepare four complete courses of study. Only three months had been 
alio ted for preparation of the materials. In view of the fact that 
all such preparation became the responsibility of the investigator, 
a full year would have been more adequate for the size of this task. 

One week before the school year opened, a workshop was held for 
the cooperating teachers and their supervisors, with Mr. Leonard B. 
Meyer in .attendance. The objectives of the workshop were to ex- 
plain the theory of expectation, explain broadly what the project 
was attempting to accomplish, discuss some of the initial materials 
and lessons plans, and review the. testing materials. 

The actual teaching portion of the study began without a 
knowledge of how long it would take to accomplish certain objectives 
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or coyer certain naterials. Although this procedure Is normal In 
many curriculum projects where the teaching is done by the project 
director or graduate assistants, it is not recommended for field 
testing programs with the arts. Some of the materials and objec- 
tives could be explored in great detail over a long period of time, 
and a natural uneasiness was present in the teachers as to how much 
time or emphasis each lesson required for the purposes of the pro- 
ject. With five situations, each varying in time spent as well as 
in teacher and pupil ability, this was impossible to determine. 

A guideline was established to the effect that the teacher should 
spend whatever amount of time was reasonable to ensure that fifty 
per cent of the class achieved the objectives. Without experimental 
evidence, only the teacher in the classroom can determine what is a 
reasonable time allotment for an activity, and at what point interest 
begins to lag. During the first nine weeks, therefore, materials 
were still being written and revised, time estimations made, and 
difficulty evaluated. During this time period tests were not given, 
and this fact is reflected in the tables. 

By the second nine weeks, a pattern was established so that the 
materials could be organized to conclude at the end of three week 

periods. This facilitated the construction and administration of 
tests every third week. 

Structured programs generally do not exist in music. A program 
of concentrated learning, such as that presented in this project. is 
totally absent; when materials similar to those of the project are 
covered in the music class, they are spread over a year*s program 
or more, rather than being ooncontrated into a nine week unit. 



i 



Musi$ classes, like. other classes in the public school, are missed 
for field trips, scheduled or special assemblies, holidays, or 
enriching activities. Por the purposes of the project, Christmas 
and other programs were minimized or eliminated, but even a few 
class periods spent in rehearsing Christmas music might result in 
one or two week's loss of instruction. Thus, a limited amount of 
time was available for instruction in each of the four areas. £ven 
so, however, more time was available for music than is typical of 
the average situation. The five schools were selected because, 
among other reasons, they had music specialists and devoted a maximum 
amount of time to music per week. Several of them increased their 
time for music to accommodate the requirements of the project. The 
Illinois State Office of Public Instruction recommends one hundred 
minutes of music per. week, but in very few schools do students 
receive time anywhere close to this amount. 

The original design for the study did not Include the giving 
of a musical aptitude test. This decision was reversed, and the 
Seashore Measures of Musical Talent glvon to all participating 
students the first week of school. As has been stated, the classes 
used in the study were not selected at random, a design which is 
rarely possible in the public schools. In view of this, it was 
desirable to obtain information as to the musical aptitude or 
achievement of the students at the outset, for later purposes of 
comparison. The Seashore tests are admittedly not accurate measures 
of aptitude, but they have not yet been replaced by a better music 
aptitude test. At least indirectly, many of the items on the 
Seashore refleot the types of learnings which are desired in the 
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el ementary school— awareness of pitch, rhythmic sense, tonal 
memory, and to a lesser extent volume, time and timbre. The skills 
required by the Seashore measures are for the most part those used 
in making fine discriminations and comparisons, in interpretation 
or listening, although the test requirements are both more stringent 
and less musical than the classroom situation. If not adequate as 
a measure of aptitude, the Seashore tests can yet provide valuable 
information as to ability. For example, there is ample evidence 
that the person who can make accurate discriminations in intonation 
with respect to performance or listening activities will do well 
on the pitch section of the Seashore; similar evidence exists for 
other sections of the test. 

])ata was obtained from two other measures which might provide 
information concerning student ability: the intelligence quotient and 

the score on the Iowa Test of Basic Skills adjusted to November 
1964 . 

Five tests were suggested in the original design. Evaluation 
was a major problem, and some test substitutions were made in order 
to improve this facet of the study. Good tests for measuring ele- 
mentary school music objectives do not exist. Music tests of any 
sort are few in nature, and of these even fewer are aoourate or 
appropriate. Without carefully developed measures, it is difficult 
to make accurate Judgments of the results of any treatment. It 
was considered highly undesirable to put full confidence in 
measures developed specifically for the project; at least one pub- 
lished test seemed a necessity. Since musical memory is a crucial 
factor in listening, the .Drake Mu sical Memory fleet was considered. 



The test, no paragon, is presently out of print; permission was 
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obtained from the publisher to reprint it. (A very similar version 
now in print is the. Brake Musica l Aptitude Test , indicating that 
Brake may now believe musical memory to be aptitude rather than 
achievement, although no written statement could be found on this 
point.) The test is marred by unmusical examples and by the fact 
that in most questions the musical passage t-o be" retained is re- 
peated (for recognition) only after many interfering versions. 
Although in listening to. music one is called upon to recognize a 
theme or idea after lengthy intervening passages, the intervening 
material is rarely designed to be interfering. In the test, the 
listener must recognize small deviations as such, and retain the 
exaot original in mind to identify it when it returns. Established 
norms for the test are such that students can do well on the test 
even when missing a majority of the items. Teacher fears about the 
test were partially allayed when they saw how well their students 
did compared with the norms. The Brake test furnished an inde- 
pendent pre-post measure on one important aspect of the study. 

Other tests were not used as pre-post measurement. One reason 
was that preparation of the materials was developmental in nature, 
hence a constructed test might not apply closely to the actual 
learning content as it was fully evolved. A further reason was that 
constructed tests would have no established reliability and might 
therefore be misleading in their results. The test referred to as 
the .Colwell Test is shown in the tables with a growth score; the 
growth score must bq interpreted as only a general comparison rather 
than. as specific measurement, for the following reason. The pre 
and post Colwell Tests were different tests: entire sections of the 



earlier test were omitted in the post test, as these areas were not 
specifically covered in the instruction; many of the_ questions were 
different; the posttest was taken with an IBM answer sheet, the pre- 
test was not; much was learned about measurement in the course 
of the year, and this was reflected in the test changes* Both 
test scores are percentiles, and because both tests were measuring 
the same general areas of shills, a comparison was felt to give 
sufficient information as to be of, value. Fatigue factor was 
checked in the posttest, and confirmed as of great importance in 
music, listening measures. It would appear that no music teat 
involving concentrated listening can last more than one half hour 
without the results being, seriously affected. 

Other evaluative tools were designed to measure what could 
be accomplished in a certain period of time such as the nine week 
period, and were not, meant to show growth. 

Another difficulty was to obtain an adequate number of measure- 
ments without usurping instruction time. More feedback was possible 
from short tests than from classroom observation, for the material 
was obviously successful with the better students, and the reaction 
of the majority of the class could not be determined from observa- 
tion. Pew tests could be given in a single 20 minute class period, 
less time. for the necessary administration and organization details. 
Even short tests often took more than one period, so that with the 
minimum tests listed in the tables nearly one-fourth of the time 
was spent in measurement. 

With the addition of the second semester experimental groups, 
a pre-post test was added which was administered to the keyboard 
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group only. The test given was the farnum Huslo notation Test, a 
readiness test which provides a measure of the student's ability to 
read ausip or follow a score. The keyboard units progressed to the 
point where reading was an objective; in the other situations, 
reading also was an objective to the extent of ability to follow a 
line score. After two classes had had keyboard experiences, the 
materials were sufficiently set that a constructed pre-post test 

was felt to have value. This test was constructed and administered 
as Indicated in the tables..,' v 

A discussion of .the evaluation and its results is reserved 
for Chapter IV. 

Reference has already been made to the materials used and 
the teachers involved in the project. Obviously, both are of prime 
importance to any study or learning. Although the teachers varied 
somewhat in ability and experience, they had been carefully selected 
and with one exception could be considered among the finest in the 
Illinois public schools. Every effort was made to encourage the 
teachers to teach In the manner and using the approaches with which 
they were familiar and expert. Observation of the teaching showed 
that the teachers made small innovations in method, but never were 
willing to make departures from the material or organization pre- 
pared by the investigator. It is believed that without exception 
they adhered closely to the lessons plans provided. 

In evaluating the results of the study, the most crucial ques- 
tion .is whether the teaching-learning situation of the study was 
sufficiently ideal as to permit acceptance or rejection of the 
learning objectives. With good teachers, a greater than average 




- 183 - 



time allotment, and thorough preparation of materials, is it rea- 
sonable to reject as impractical the objectives which the students 
failed to achieve, and accept as possible the objectives which 
were achieved? The following assumption appears to be a sound one: 
in at least three of the four areas of concentration— keyboard, 
factual and listening— lack of improvement under the cir cum stances 
of the study would cast serious doubts as to the validity of the 
objectives or content for one year in the average public school 
music class. The area of aural achievement may be excepted from 
this assumption, since a greater quantity of time is spent, in the 
course of a year, on this area of elementary music than was possible 
within the nine weeks' period. 

The nine week keyboard concentration will serve to illustrate 
the reasonableness of this assumption. This amount of intensive 
keyboard work with music specialists is more keyboard instruction 
than the average school could integrate into its program (as pre- 
sently structured) in a two year period or longer. The fact that 
the instruction was concentrated Increased its advantages, as far 
less opportunity occurred for forgetting and loss of skill. The 
keyboard situation was heavily weighted with positive factors t two 
pianos were available for each classroom, a class piano expert 
not only helped prepare the materials but also did demonstration 
teaching In each school and consulted frequently with the teachers 
on special problems. The interest level was high; students were 
eager to learn to play the piano as the approach used songs which 
they knew and avoided the necessarily tedious emphasis on technical 
facility. The high interest was evidenced by the number of students 
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who, during this period, began the study of private piano, and the 
fact that the teachers were barraged by student requests for addi- 
tional practice time. The teachers themselves spent out-of-school 
time listening to the students perform their keyboard tasks and 
marking off items such as those on the checklist in the appendix. 

Such a concentrated learning situation rarely exists in music, and 
one might safely say is never found in the average elassoom. 
Comparable, if somewnat modified, statements can be made for the 
areas of listening and factual learning. If the objectives had 
been such that maturation played a major part, one might question 
the maximal quality of these situations, but for the most pai fc the 
knowledges and skills desired were not of this type. Even in the 
area of aural-singing activities, the nine week situation was 
sufficiently more intensive in the learnings presented that it 
would compare favorably with the usual year*s activities in this 
area. Therefore, the assumption seems valid that where students 
failed to improve under these circumstances, the objectives and 
materials were not feasible for average public school music classes. 

This final report does not include all of the teaching materials 
used for several reasons. An effort was mad9 to place all learnings 
within as musical a context as possible, so that much of the material 
was presented on tape with musical examples or helps. Many other ma- 
terials were provided the teacher which included, for the keyboard 
area, plastic keyboards, the Pace Plano for Classroom Music Manual «, 
paper keyboards for written exercises, work sneets for student self 
appraisal and mimeographed words for songs so that children could sing 
to the tunes they were learning to play. For the listening area, 
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workbook-type sheets were provided for the stuients to answer regard- 

• lug each. listening lesson, lino eooree and guided listening tapes 
! * 

I were additional helps. Ihe report does Include all of the 

objectives, all of the keyboard lesson plans plus representative 

t 

less on plans from the ether areas to Indicate the approaoh taken 

„ m 

I* In the project. There appear at the end of this chapter. The 

only true basis upon which to judge the teaching-learning situation 
would be tapes of the actual olasses. The assumption is made that 

f * * 

j the teachers consistently taught well; in the bi-weekly visits this 

was always the case. They spent far more time in preparation than 
they would have for a normal situation, and in those caseB where 

* * 

the teacher was teaohing four different areas to the fifth grade at 
once (plus her responsibilities to other grades), the burden of 
preparation was enormous. As the material becaff* more familiar, 

iT 

the teachers naturally beoame more skillful in presenting it. The 
reason for any failures which occurred should not be. construed as 
teacher-centered, for the teachers were capable, cooperative, and 
hard-working. 
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Lesson No. 1 



1. Discover highs and lows of keyboard, and where singing range 
is located. Experiment with several sounds, Dote arrangements 
of blacks— feel your way by these groupings. 



2, Explain how fingers. are numbered for piano playing. Practice 
wiggling the appropriate finger that the teacher calls’ out. 

Use each hand. Can place fingers together for numbering, 
thumbs are 1, index 2, middle >, etc, 

T 

3. Sing Go Tell Aunt Rhodie or H ot Cross Buns (familiar song 
learned in lower grades). Five-finger position— establishes 
definite tonality. (Music for Go Tell Aunt Rhodie was sent to 
you. 'Mr. Lyke suggests that the blackboard works very well 
and it is not necessary for the students to have the music for 
all numbers. ) 



CALL ATTENTION 
TO STEPS, SKIPS. 
AND REPEATED TONES 
OF MELODY 



1) note direction of melody 

2) sing again, but with finger numbers of R.H. 

3) play and sing in the positions indicated 
(F,G,A) with R.H. 

4) sing L.H. finger numbers (bottom TEACHER CAN 

of page) . . SHOW BY 

5) play and sing L.H; number in DUMMY 

positions indicated (D°, D,B) KEYBOARD 



4. Have one or two children who have mastered this well play; the 
teacher, supplying a I and V<7 accompaniment. Ask the class what 
the teacher did that enhanced the tune or melody. Discuss chords- 
harmony and difference between I and V. 



Same procedure as 3 with Merrily We Roll Along 
Definite and Measurable Objectives on Lesson No. 1 

1. Know where ones singing range is on the piano— learn by dis- 
covery with attempts to match pitch. Check to see if the sing- 
ing range is the same for most people in the room. 

2. Know high and low parts of keyboard. 

3. Know finger numbering system. 

5. Point out if Go Tell Aunt Rhodie is scale or sklpwise; likewise 
for Hot Cross Buns. Point out what happens on the keyboard 
that makes skips and scalewise passages different. 

6. Know what a chord is. 

7. Know what harmony is. 

N.B. As suggested at the conference reduce playing of songs to 
two keys. Reduce left hand melody work but still give them this at 
least once during the quarter so they know that melody is not always 
on top and one must listen to determine where it is. 
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LesBon Ho. 2 

1* Review Go Tell Aunt Rhodie and Merrily We Roll Along (both 
Jiahds ) • 

2* Teach Little River Flowing in R.H . . place thumb on 0— experiment 
by ear inth thunb on. D. find correct relationships— try to 
have then discover the step relationship of first five notes STEPS, 
of Major scale* Fled by ear— then explain. Play, with ‘ REPEATED 
L.H. In C. ... HOTES 

Have class assume L.H* 5 FP (finger pattern) leaving out 
fingers 4 and 2 (0 major chord) and play melody with R.H. 
while some chord 0 major on strong pulse* of every measure. 

Mention I chord, since bottom tone is first note of the 
pattern. 

3. Find several major chords by ear. Teacher plays melodies to the 
following whioh can be harmonised with I only: Little Tom 
Tinker, Farmer in the Dell, Taps, Frere Jacques, Row, Row, Row 
Your Boat. 

4 , . 

4. Show how keys are lettered— A to A (Inside top 2 of group of 
3 blacks). Find how many different A*s there are, etc. 

Definite and Measurable Objectives on Lesson Ho* 2 

1. Be able to find 2 note major sounds (chords) by ear. 

2. Be able to play 5 notes as in Little River Flowing and tell 
major sound. 

3. Be able to find A. on the keyboard. 

4. Be able to chord along together while teacher or part of class 
sings songs suggested in lesson number 3. 

5* Find total number of A*s on the piano. 

6. Understand what an octave is. 

7. If discerning major and minor is difficult, sing a major scale, 
have student check the piano sound against their singing do re 
me fa sol, 1, 2, 3, 4, 5 or whatever system you use. 



Lesson Ho. 3 

1. Review building I chord— use both right and left hand. (L.H. 
5-3-1; R.H. 1-3-5)* Sing arpegglated. Play arpeggiated. Play 
all notes together 6everal times. Build chords on 0, G and F. 
Memorize the C, G and F chords as "white note chords" or "WWW." 
Also play the 5-flnger pattern starting on 0 and G. Have stu- 
dents note that the notes for these patterns are all white. Then 
try F, and have students discover they must use a black (B°) 
to have the pattern sound like the others. 



- 128 - 




Teachers may wish to Introduce the two-note chord first. To 
avoid having children play in G®, teacher can play melody and 
have students chord or have class sing melody while everyone 
plays G° and B*\ the 2-note chord in the left hand. 

2. Using the 0, F and G chord, harmonize on the strong pulses 
(several students at a piano) songs from -the 2nd lesson. This 
might be review or new: Farmer "in the Bell, Frere Jacques (Are 
You Sleeping), Row, Row, Row tour Boat. For example,’ teacher 
plays Farmer in the Pell in C, Frere Jacques in F, or Row, 

Row, Row Your Boat in C. Fart of class could also sing melody 
if only one piano is in the room. * Have students chant, chord to 
melody. The students will, no doubt, experience difficulty in 
coordinating their fingers for these chords. This is typical, 
and the teacher’ will need to drill and review for some of the 
students. Also get across the idea that we name a chord (ex.— 

C chord) from the bottom note., 

3. a. Drill names of notes again (proceeding from A to A. (l)Teaoher 
plays a note on her keyboard (held so all can see)— students 
respond with correct letter. (2) Line up several students at 

the piano or pianos, and call out letter names— have the students 
play the note. 

b. Explain #( sharps) and b( flats) on the keyboard. Get across 
the concept that a # or b does not necessarily mean a black note, 
but does mean raising or lowering a note. For example, R# or 
Fb. Teacher should point these out on her keyboard, then have 
students locate several #'s and b*s. Teacher should use the 
blackboard, dummy keyboard and the pianos to illustrate #*s and 
b*s. 



Definite and Measurable Objectives for Lesson Ho. ' ) 

1. Know the concept of a chord (two, three or more notes sounded 
together). 

2. Be able to play I chords in both hands. 

3. Memorize the C, G and F chords as "white note chords. " 

4. Chord an accompaniment with one of the chords, 0, G or F. Should 

be played on first beats or more often but done rhythmically correct. 
5® Feel strong beats while chording an accompaniment in ensemble. 

6. Coordinate the fingers in order to play the chords well. . 

7. Know names of notes (white) A to A. 

8. Understand that a § means raising a pitch to the next nearest 
note, and the a b lowers the pitch to the next nearest note 
(not necessarily a black). 

Lesson Ho. 4 



1 . 



a. By finger number diagram, teach the melody to Lightly Row in 
the £ pattern. 

R.H. 5 5 5 5 

4 4 



3 3 3 

2 2 2 



1 
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L.H. 



1 1 

2 

3 3 3 

4 4 

5 5 



2 . 



3. 



^f^P 08 * Pl«cs to the ? pattern being very careful 

rests f on 8 B^? Stay 01086 t0 th * keyS and that 4 in R * H *» 2 In I».H. 

» * 

c. Teacher can supply a I Vg accompaniment* 

5 

d. Some children should try the melody on the piano or pianos. 

JjJ® *®® oh ® r should memorize these finger number diagr ams 

keirho*^ 8he nh^ Sine nuab * r ® * nd play along on the dummy’ 
whS thf • _ childr * n e » then obtain help by looking up 7 
when they experience difficulty. 6 p 

f+JILt?!! “! lod ? t0 lightly How In notation (key of P) oalllnr 
attention to steps, skips and repeated tones. Ihe children 
°°t a that space to space or line to line means "skip" 
and line to same line or space to same space means "same." 

a. What should transfer here is the same picture of the melodv 
this out. US8d * h<m th ® B °“ S Was taught by finger numbers--point 

piaylnf^bass'aSiHff! 11 trebl8 (htgh) ° lef! L#ft hand is 

c* Clap the rhythm of the song thus* 



two-eighths quarter | two-eightte quarter 
two-eighths two— eights J two- eighths quarter 



two-eighlbs quarter 



two-elghthB quarter 



two-eighths two-eighths 



half-note 



^iacover by ear the fact that another chord is 
besides I to harmonl 2® this tune. Explain the V*7 (V* 

*5 the teacher) to the children as (1) a tension-producing ^5 
chord that wants to move to 1^ (2) built from 1 or the five 
finger pattern thus: L.H. thumb stays the same, put 2nd finger 

in u th ® pat i ern ’ ffl °ve 5 th finger down to thi nSxt neariSf 
note* May use two-note. choral if teacher plays melody in 6“— 
students use G* and B* and ? and 0 S . This miy reducJ the 
mechanical problem of 3 fingers together. Practice this in 0 
moving from C,E,G to B,P,G and back to C,E,G. (I-V7-I). Prao- 

down Sftt P thft*c:tw4 thi8 ln a ^ no t e as the next nearest note 

B^hlcS is in 5 th. pSfIJrS)! 88 t0) ' ****** (not ® 2 P 1 *^ 
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Deflnlto and Measurable Objectives, for Lesson Ho. .4 

1. Leara a new melody (Lightly Row) and play the melody In the R.H. 
(high) and L.H. (low). 

2. Know that melodies can he both high and low. and are often in 
the -L.H. 

3. Have ability to transpose Lightly Row to another pattern (hey). 

4. Understand why an additional chord (V 7 ) is needed to harmonize 
Lightly Row. (It doesn’t sound right otherwise. ) 

- ** 

-*• that I and are the _ two most-used chords In music. 

6. Unmeasurable but important to see Lightly Row as it looks in 
notation, in both clefs, and observing steps, skips and repeated 
tones. This does not mean being able to read the notes— introduce 
whatever ideas time allows. 

7. Be able to clap and* feel the rhythm of Lightly Row, naming the 
rhythmic values while clapping (may be memorized at this stage). 

8. Be able to build a (3-note) in several different patterns. 

I 

9* Know the fact and hopefully understand through the ear that V 7 
demands resolution. (Tension-release concept). • 



Lesson Ho. 5 

9 

1. a. Using the printed Melody Guide, teach Old McDonald . First 
sing, then shape, then play with finger numbers in the air and 
finally transfer to the keyboard. Note that this pattern is not 
a five finger pattern as we have had in previous songs. Ex- 
plain this as a pentatonic pattern. or scale — a 6-note scale 
played very easily on the piano, by using only the blacks 
(2 + 3 or 3 + 2). The teachers might contrast this with the 
regular 8-note major scale— playing or singing it for the 
children. (Purpose is only to show that all scales do not sound 
alike. We are concerned with sound of the 8-note soala) 

b.. ,E — i — ee-i-o can be harmonized with I and V 7 thus: 

E— i 4e-i-o 
I V ? I 

- * ' » * 

Instead of using the I y 7 I leiarned in the last lesson, end to 
facilitate playing in G°, teach the children 2-note chords in- 
stead of 3-note chords for the L.H. It would consist of the,, 
notes G d -B® fingered $ in the L.H.; V 7 would consist of F, O b 
fingered 5-1 in the L.H. * 
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While one or two etudente play the melody on the piano, another 
oould harmonise at thie spo*— those at their seats should prac- 
tice manipulating these chords also. Host students, with 
.practice, could menage both melody and harmony. Have the 

2ld, # thS US U Si2,? M bl * 0k8 * nd V 7 *« im.4Lt.ly out- 

2. Review lightly Row / / 



3. 



Review building, spelling and playing the C,P, and G chords and' 

thfir corresponding 5-finger patterns# The o, j. andG 

memorised and visualized as white note ohords 
5 °k or 4 (V-fib*)* Let the children dls- 
??Zf r +J h ° ?? ed t0 2?? 1186 P 60 so. that the pattern sounds 

c £ or ? ?5° y lRURli *** as WBH. The 
* ^£ord ( A-C#-£ ) and JB chord (B-G#-B) are the others which belong 
to ..this group. Teach these and -the corresponding 5-f inser 
patterns. Work I Vy I in the patterns or keys of 3), 1 and E. 



Definite and, Mea surable Objectives for Lesson Ho. 

# 

1. Learning a new melody in the R.H. , Old McDonald. 

2. Experiencing a new pattern in the R.H. using all blacks, the 
pentatonic pattern.. > 

3. Harmonizing in G b with I and Vj, two-no te‘ chords. 

4. Reviewing white-note chords, playing and building the 0. f 
and G chords (WWW). 

5* the students' chord vocabulary the D, A and B chords 

6. Playing I V7 I in D, A and E. 

7. Reviewing and playing Lightly Row using both hands for melody 

playing. * 



Class should be able to chant chords (sing roots) of melodies played, 
should, see that they could sing other notes played ina y 
chord to produce harmony in .singing. Perhaps better students can 
sing a chord note other than the root to these melodies. After 
playing .Old McDonald students should be able to hear mistakes in 
®^ 0d 7» rhythm and harmony of their own or when played or sun^s by 



5£°g p ® d m ;y ? po J 4 ln P la Y ln «* Student should be able to 

find next note by himself (by ear;. 



S*? i°^ RV ® studeuts sing home tone when stopped at any spot in 
UJ.U McDonald, 
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Lesson «Ko. 6 



i. 



a * x Teaoil S* lly Round (using the Melddy Guide) in the D 
pattern— H.H. playing the melody. Gall attention to the black 
in the middle. This melody may be a little unfamiliar, so the 
usual steps— singing, shaping, finger numbers— should be 
followed. Show the. melody in notation, call attention to chord 
vones (D,F# or A). .Have the children point out or circle those 
melody tones which are not chord tones. Teach that these are 
nonharmonic (not belonging in the chord.) tones. In this melody 
we have passing tones and upper and lower neighboring t ones 
(sometimes called adjacent or auxilliary tones). These should 
be Identified, learned, and pointed out in future songs. 



* * « t 

b. After mastering the melody, notate it, and have the students 
decide the harmony for each measure. Hotato the chords exactly 
the way they play them (I or VgJ. * Check the piece from the 
music sent if you are not sure Of details. Give the students 
some experience in writing the chords, especially the I. Get 
across the concept that the I chord will read llne-line-llne; or 
space-space-space depending upon the key. Haye somo students 
chora the harmony while another student, or the teacher plays 
or sings the melody. Musical phrases should be stressed. This 
piece consists of two 4-bar ‘phrases, the first ending on a half 
(or incomplete) cadence (Vge/ the second ending in an authentic 
(or. complete) cadence ( 75 ^- 1 ). 

Definite and Measurable Objectives for Lesson No. 6 



1. Play Sslly Go Hound in g. 

2. Know about nonharmonic tones, and identify them. 

3. Know about a phrase. 

4. Be exposed to the cadences (half and authentic). 

5. Notate chords. (I or V) 

6. Hear correct harmony from inoorrect. 

7. See both melody and harmony in notation, (nonmeasurable) 



lesson No. 7 

1. Introduce staff notation in the following manner. 



a. Have the children understand that two staves are used for 
piano music (joined, together by a bracket). They should count 
lines (5) and spaoes (4) from the board. 



°* should note that generally the treble (G) clef is 

used by the E.H. and that the bass (F) clef is used by the L.H. 



/ 

i 



* 
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?! * re certain guldsposts that they can and relate 

**y'°°* r <J # f® 4 Plaao(s) in the room (1) 
aiadle o (middle of keyboard, in singing range below 2 

ilddfe S o 0 3hi^ d ?i e , 0 t r h , lc \ tA# treble I ^ef*olreles *3) “h&Sw 
clef, ^ is dotted above and below the T line by the baas 

* t 

-!- le “! re ? 1» the sane way students 



i% t Kh t tbi P .f ey 5 6 f rd8 ' ?*fc V* I begSalng with 1st space 0 
G L 3 ^e sho^ld e ^ r br‘cke?ed! lne f cl8£ * A thrau ^ 



2. 



a. fieview Little River blowing in 0 from finger numbers. 

Re He 5 — 5 «... C 

4 4 

o 3 3 

2 * 2 

i i 

l hia on the board (music sent) in C beginning on 
tin^hihp 8 I h ® students clap the rhythm : two-eight tee*? 

W J^ Shth q,, j ter 9uajter two-e^hths two-e^hts 

half-note. 

4 

melody^and^repeate^tones? *" * t **~' Aa * character of the 

to l i i'uT th# “ 8186 xetter n “ ,#8 

boardo n It 1 ?hr p aSr?lmSf 1 ’ 1 “ d pUy th * mloi * at tlle k8 y 

the L?H. thlS 8a0e procedure sin «i n g playing the melody in 

g. See if one of the students can notate the X (C) chord in the 
0: clef. Find out which measures of the 4 (this song is a 

single phrase) that I could harmonise (1, 2 + 4) (t/t/Vt/y) 
Pick another student or two to notate thi V 6 !; knowing how ILit 

SROT n2t^nf 0rd ’ 8M “ th8y ?lr 

h. Play the melody and the harmony with both hands in 0. 

i. Locate nonharmonic tones and v 7 . 



o 



•• 




Objectives for Lesson- No. 7 * 

1. Introducing staff notation and connecting important guideposts 
to the piano keyboard* 

2. Knowing that generally, the E.H. plays in l clef, and the L.H. 

in p* clef. « i 

3. lettering the staff, and seeing relationships to the lettering 
of the piano keyboard. 

4. Seeing and playing melody Little Hiver Plowing from notation, 
singing letter names instead of finger members in both hands. 

5* (a) Notating I and V7 (V6c) in the clef for each measure, 

(b) Hearing the correct harmony for each measure. 

6. Playing both melody and harmony at the same time. 



Lesson No* 8 

1. Student Performance . Those rho are talcing lessons should be 
allowed to play for the class frequently. A student pianist 
gives the nonpianists motivation to learn as much as possible 
and an opportunity to discuss compositions in light of what he 
knows from the keyboard sessions 9 Such things as phrase, 
cadence, repetition, contrast, harmony, tone color and pedaling 
can be topics of conversation which lead to further understand- 
ing of the piano and its use as an expressive instrument. 

2. Review staff notation. Have several students at the board 
locate pitches while those at the piano and at their seats find 
these pitches at the keyboard. Have students letter the staff, 
name spaces, lines, draw clefK and leger lines. 

3. Using similar procedure as with Little Elver, notate Hot Cross 
Buns in G®. Don*t bother with trying to explain the key signa- 
ture. See if the students can determine where the 1st note 
should be placed if do, or 1 is pointed out. 



Hot. Cross Buns 

■ T , 3 

JJ 






J 

r 



Jjl 

%&' 1 



11 1 1 



%> X * 2. 



x — 'sT— I £31 1 



Two phrases, point out repetition, clap rhythm and notate chords 
underneath the melody. The I ohord here should be stressed as BBB 
(black, black, black). Have the children locate the five finger 
pattern in the L.H. (G D pattern) and practice I Vy (Vg^) I. 
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* 



'’V 




* 




i 



v 



4. By oar, hare the; children harmonize tone of the following suggested 
oofcgs which use the I and V 7 chorda only. JJse keys D, 1, p 
and B°: Skip to My Lou, The More We Get Together, Solly Welly 
Poodle, Down In the Valley, Oh Where Has My Little Dog Gone, 
end London Bridge. . 

• * -> . -i ' 1 * ‘ ^ 

fibjftfttiirw tor Wesson 80 . 8 

v ' ' - * : , ; , 

1. Discussion of musical elements in the pleoea of student pianists. 

2. Drilling and reviewing olefa, lines and spaces and relating 
guldepoets and pitches to the piano keyboard. 

' 4 I .V w ‘ 

3* Playing the melody and harmony to Hot Cross Buna from notation 
in the Key of G^. 

4. Harmonizing with I and V 7 several faailiar songs. 

5* Hearing and anticipating correct harmonic change. 

6. Being able to write at the board the correct letters for lines 
and spaces in both clefs; ’ . 



Lesson Ho. 9 

1. The teacher should play the following scale aelodies, and ask 
the children if they know the pattern name for these melodies 

( BCfltlO / » ^ 

V 

a, Joy to the World 8 

7 

6 

5 

; 4 

3 

2 

* 1 

b. French Polk Song 8 888 

777 

666 

v 5 

444 

333 

222 

1 

Play the ascending scale and have the children sing numbers, and 
later letters to suoh keys as 0, P and G. Have the children 
note that certain adjustments '(#'• and b'e) have , to he Wade in 
keyr other than 0 tb make- thb scale sound the same; This is the 
reason we^ hate kejrlelghathrefe^ ^ahteir the signatures of 0 and P 
in both clefs. Do not stress scale fingering at this, point. 

The notes can be played by using the 2nd finger of the E.H. 



niSiin' 8tar J B oa ^ mnd 80 as to 1, then ascend* ene»a- 

StBtlBff thft VhAli eniU. 



?• 4 A 5 0t ^ er tun ® vhloh make* use of the scale is The first fool 




J | t C - « VJ . VVV \UVR uwwv VCXU«B UM O fll 

ana «i ) whioh shows some understanding of form (thinking phrase 



wise and using repetition and contrast) and a sense of develop 
ing ®n idea* Capitalize on the successful attempts and talk 

idSa? itc 1 J ropeptldB ot a « ood ■• lod y* (tunefulness, complete 

Objeotlveg for Lesson Ho. 9 
1. Understanding what a scale sounds like. 



3. Understanding the need of a key signature and seeing them in 
Doth clefs. 

4. Hearing the scale used as a part of the melody in three songs . 

5* Improvising (creating) melodies and using previous experience 
with melody to make a few generalizations as to what constitutes 
a good melody. 



Lesson Ho. 10 

1. On t^e board, have the melody German folk son* nnrVnn 



b. Decide on the correct harmony together, and chord from 
symbols placed on the board. 

c* .Chords should be. notated after deciding on the harmony. 




a tv Sing the pitch names from the board in rhythm (ex. 






2 . 



® • Decide how the melody should he fingered. 

e p 1 * la that tha I chord la built on the 1st 
SOai *^ in ■" cia (*hiP»)» BUtawiae II la built an 
tha second degree ate* look at V— built la 3rda* and to ba v 
»• add^anothbr 3rd asking four tonss.foplayoirT. w. Jail. 

?2o) S th2 n «hi^ h) ^?.“°:SJ h !- b !“ 0 “ n0 *i *? tha top 7 (iny.rt- 




chord roots only* With the teacher playing the melody the 
students should harmonise Cuckoo with E° (root of I ohord usinm 

L h 1^5ks^q+^!S 3 $ and B (root of Vy ohord using thumb in 

8 J ud J nts ca J a ^8<> 8ing these roots. Use the key £b 
(same key as Cuckoo number) and also key of 0, y 



oh£a r *? th8n **•? fl “®* r ppinteronly) Md P 2!ng thaw* 

I—Ib G Bb^lf? 1 - 0 Sr*5~? 8 Bb 0 ? b * T 7-Bh B Pli f B lr>, 

w G *°J» She teacher can point to the®® •+ 

the board from the notated root position chords* Build aim? 
and. resolve .than® eh a /X . £ « I* ? ln S 



SiffiT 6 *??" ohord f *«> i«r ToTlTO; MUhiuSSm. 

B b i, C-G-ci • J «l«ot C oth2r 8 ^f . f U8t ,:00t8 ° f I_V ? 1 



AlSftry ^g^sation on blaoka oyer oatinato 5tna. 

Also try a loping ,, h.H. accompaniment which would lend itaelf 
to a cowboy-like tune in the 8.H. I.H. oatinato | 5? §b “g “t. 

1, 5 6 5 

(scale tones) 

Objectives for . Lesson Ho; io 



1. 

2 . 

3. 

4. 

5. 

6. 

7. 

8. 

9. 

10 . 



Playing a tune from notation. 

Singing pitch names from notation. 

Experiencing the B b tonality. 

Hearing and deciding upon chord changes. 

Identifying nonharaonic and chord tones, oadenoes and phrases. 
Pingering a melody from notation. 



‘ 4 , 

Understanding that chords are built 
inverted, and all chords have roots . 



on scale degrees. 



can be 



Harmonizing with, ohord roots. 

Singing chords in arpeggio form. 

Improvising over an ostinato in a pentatonic pattern. 
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ItggggaJ&i 11 



1* 5 tTl6¥ ! on S a usln e ® CILl ? *elodies (Joy tenths World, french Polk 
Song and The First loel)*' lotate the scale In to In both p: and 
& clef having the class sing pitches while the teacher points 
to the notes* Braoket two groups of 4 tones each thus: 




Explain each braoket of 4 tones as a tetraohord (tetra s 4) 
being careful not to obnfuse this word with chord* Every scale 
has a lower and upper tetraohord* The scale oan now be fingered 

£*H* will play the tones of the lower tetra- 
chord fingering it 5 4 3 2; B.H. will play the tones of the 
upper tetraohord fingering it 2 3 4 5. Hots that thumbs are 
Sot used when playing tetraohord scales* The key of 0 should 
be used first. When the children are fingering end playing 
their tetraohord scales, point out the arrangements of whole 
steps and half steps which constitute a major scale* 




Note that half steps occur between 3 and 4; 7 and 8. Ho natter 
what tone is the beginning tone, this arrangement will remain 
the same, experiment with keys of G and 5--flnd the #*8 which 
belong to these keys in order to make the whole-half step 
arrangement the same. 9 



2. 



Teach the first 2 phrases of 0 Susanna in G* (or F<*). 
guide * 8 * a tiic ****11®* pentatonic pattern* 



Note 

Teacher 




I 



I 



I 




I 



I 



I V ? I 



j 



Ask the class: 1* 

2. 

3. 

4, 



Objectiv es for Lesson. y ?t ^ 

1* Singing a seals fro* notation. 



How **ny phrassj (2) 

TyPf ot cadence at end of each ohnua f h.i * 

perfect authentic) 

Decide upon harhony . 

JfXv 11 * #ttre ot skip be- 
clo*:; Mag8r " +** r«atn 



2. Understanding a tetraohord. 

_ ♦ 

3# fingering sobs tetraohord scales. 

4. Understanding th. ahole-half 8tep arr^g.aent of a .. 3 or sort, 

5. Learning a new song In the pentatonic pattern. 

6. Identifying phrases and cadenoes. 

7. Hearing correct hamony for 0 Susanna. 

8. Transposing 0 Susanna up | stsp. 



2 . 



3 . 



board, (use 



£5 of atta<*.d Genian folk Song on the boa 

key of D D ). Students .stabUsh tonality of b" by 

Locating and Playing th. 5 fing.r pattern with both hands, 
Flaying I y 7 I with both left and right hands. 

Flajrlng the B b scale In tatraohord fora: 

*«T G b 



A# 

b. 

c. 



5 4 3 2 



t vH« He , 
lb B b 6 B b 

2 3 4 5 



* » 4 • ' 1 

Students should understand the reason for th. <5 fiat. i» 

t.ur ‘^asaawf &rs. aasweats ^ 

Before playing th. aelody In th. H.H. atte.pt to deteralne: 
a. Huaber of phrases (2— eaoh 6 aeasuras long) 

*;rl!r" s; u wiw JiWrstrsra 

i *- j * 

3rd fSgerf #tM ‘ tln 8 tone *** «*• correct fing.r (p pi«y. d nth 
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4 . 



d. Which measures are exactly alike? (1,2,3 and 7,8,9; 4 and 8). 

e. Measures which outline a chord in the melody (3 and 9). 

Ihis would then he the chord used in. the bass* ■ 

w\££ e mn &* owuxot be seen, then play the number and see 
how many more pan answer the questions after hearing the number. 

pl !2 thf nuBt)6r > they might deoide on the correct 
ohords by ear. If they know about nonharmonic tone’s, you might 

tS.TS 0 Jil„ b *r,Z\ tt#y .*«J4 uad.«t«d that th.%ho?d “ 8 

the.L.H. need not harmonise with every note in the melody 

«?«*'■ Jlth church hymns. Bis melody not., that «r« 
f oun J.i“ tb ? <*°rd PX*y«d by the t.H. >ri cillsd nonhirnonic 
tS?S no ? h * rnon , le U«w« neighbor.) are olrol.d in 

V^ehord!** * Bd * P * 4l ** yB 1 1x1 the harmonizod with the 

measure 8P ?f 8 «2if h ^?ii r ? ytl “.! nd , n, * g,rla{! la Mxt te laBt 

measure, if .one drill doesn't clear this up, skip it. 

others*Tl b3 Md ?>)** * B1 ‘* t ' k ‘ Whlte - B1 * ck chord, lttght try some 

When bored— build tetrachord soales in flat keys. 

Objective is to show the whole-half step arrangement from nlav- 
In l088<m 11 ^ey worked on 0, 6 and D. How try$> In/ 
ngtegame b arrangement. Once they have G" continue onto DV 

r H \iii dr^n ^tudents will note that 4th finger in the 
R.H. will drop a flat in each new key (adding a white key of 
coursO. When you do this with sharps, the 4th finger of the 

in H the^key*of d f #) ? (blaok key except in the case of S# 

ObJeotlTes_for Lesson Ho. 12 

1. 



5o 

6 . 



2 . 

3o 

4. 

5. 

6 . 

7. 



scales*® Sh ° Uld ^ Q9W ab0ttt th# whole-half-step ar rang ement in 

sight^r sound ^ b# b0t;ter at id8ntl *J*a« phrases either by 
o^so^d. ,hOUld b ® btUir at identifying meter either by eight 

Students should know what § meter is. 

Students should be able to see repetition in muelo. 

Students should bo able to see chord tones in the melodic line. 

* 

lln«? nt8 " 1 e ht k# abl * to ••• nonharmonio tones in th. n.lodlo 



8. Students should he better «t heraonizlng « song. 

9. ||«^“t» b Btould be able to play a Black-mu te-Blaok chord (b*, 

'* « » 

10. Know about alxtoonth notes. 



ar 5 reduce work on tetraohord scales 

dimS^ rel * tl0n 0t whole « d fcalf-stsps. ms nay be Ttry 



Heduce work on B-W-B chords in 3 keys. 
Reduce to one hand work. 



2? not worry about identification of phrases if this is dif-fi rmi *• 

Tn\°on e l/. etl lndl °‘ tion h * re thatVStr tT&Uul?& 



1. 



3. 



Transpose the Geraan Polk Song froa lesson #12 to the key of 
P* aB ® should understand that they are reading th* 
pitches but are playing in e mfereJt^Jy SSie^ 

no52J P o 8 fl ti0n md already accoaplished in^less #11 "where we 

srsi'sriaAs* *"■ ot * e s. 

Work on establishing keys of songs in the students bys 

a. Playing a 5 finger pattern. 

b. Playing the I V 7 I 

c. Build a soale in tetraohord fashion. 

tbs 1 5* d ll «» arpeggios while fingering on 

f olnt out h0¥ chords art built (I chord starts 
of tvJI f ao J® scale, a V chord on the fifth degree 

is a h ? aftaS*«S^ 8 J^ 7 ?«. a ' £° ot ’ third *** tltth «*!•*« there 

«&! «d ?&!* Uk * V 7 wh#r# « >«• * *>t... * wot! 

S? #a ***** *• soaetiBes aix these up (usina the seas 

fy flieu 4 n»^!m ?? ca }^ thea inversions. This is done to siapll< 
^ fingering on the. piano or for variety. ™ 1 

&S on i 7 th# root, to hmonlM. So., .tud.at. 
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4* Tonal Memory Gaae Time. 

lou night devise better form and rules. 

a. Teacher play# a tonal fragment. Student plays back la 
maximum of two attempt©. Example alght bt playing 



8ows can llna up and you oan hart an old fashioned spelling bee. 
The aore musical these fragments are, the better. 

b. Bard gaae for saart alecks. 

- teacher plays phrase 1 (4 bars) which ends in a half or 
Inooaplete cadence. Student aust coaplete It with second 
phrase ^ ending on do with a perfect authentic cadence. 

jfaybe best to start with parallel periods??? 

OuAfltlAn 



Oorreot rhythm aay be biggest problea for students. This gaae 
combines tonal memory with improvisation (creating an ending for 
their phrase). ° 

Objectives for Lesson Ho. 13 

1. Enow what transposing is and perhaps do a little. 

2> Enow how a chord is built and sing soae chords in root position 
arpeggiated. 

3* Improved tonal memory in ability to play baok a tonal pattern. 

4. Enow about an answering phrase, question and answer. 

Perhaps be a little aore creative in improvising answers to question 
phrases; sing chord roots to a song as it is played. 



lesson Bo. 14 

1. Introduce the minor, mode by playing or. singlng the first two 
phrases of Brie Canal in the key of 2) minor. Ask the class 
the seoond phrase is like or different than the first phrase 
Have the olase listen to the chords in the last two measures 
of eaoh phrase. (II I V7 I ). If the I chord is named 
from its root, or lowest tone, what is this chord called? 

(D minor). lotate the melody of one phrase and notate the I 





ERJC 



J 
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2 . 



or d minor chord in its proper place. Slag the tones in 
arpeggio form (D-F-A-P-D). How do ire spell a D major ehord? 

v r f?? 4 C# fcu i ldln e playing spiral mnor chords by first 
building^ aajor ohords and then lowering the middle tone, Wo- 
Jate Yj in Brie Canal, and haws the class understand that T? 
in minor sounds and is spelled the same as in the parallel * 
major. Example: V 7 in C minor G-B-D-F is spelled tha sane as 
in 0 major. Also, note that key signatures can stand for 
major or minor keys*. One must look through the pieoe (melody 
and ohords) to determine if the pieoe is in a major or minor 

£8y e 

Learn Brie Canal, both melody and chords, and transpose to 
other mlnok patterns, such as C minor or A minor. Fraotice 
minor 5 finger patterns, I, V 7 , and I, and Singing ohords. 

Aural Work 



*; Tjaoher plays major and minor ohords and students dis- 
tinguish ohords by sound. 

' r , 

b. Question and answer phrases in minor patterns. 



c. Teacher plays familiar songs like Johnny Comes Marching 
Home, Zum Gall Gall, Charlie is My Darling, Poor Wayfaring 
Stranger. Go Down Moses, 0 Come, 0 Come Immanuel, Pat— A— Pan 
Interspersed with songs in major, and students recognize the 
mode-whether the song is in a major or a minor key. 



Objectives for Lesson Ha. 14 

1. Begin to understand the minor mode (mood). 

2. Khowhow to build and play a minor chord from a given major 

chord (by lowering the 3rd*. J 

3. Know that V* in minor keys is spelled and sounds the same as 

s^elled^-GlS^G) 1 v 7 ln D * nd D ainor is 



4. 



Know that key signatures can denote minor 
keys and that the home tone determines. 



as well as major 



5. Hear the difference between major and minor chords. 

6. Identify by ear major and minor songs. 

7. Be able io play a minor 5 finger pattern. 

t, 

8. Improvise answer phrases in minor. 




i 
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Le,80n « 

4 . 

1 - sl “°r chords (b) five finger minor patterns on 

.several tones such as ?, O, D, B, (c) playing I, Vj I in nlnor. 

2 * tt?2e«r^i t *v. S l n8l ? g * 1 % t tha t# »cher, the first half of 
I and V7 Y Tarriera (Ginn, Book 5, C Minor) using 

3. Sight read in G Beethoven’s Ode to Jov theme: 

Determine (a) Nonharmonic tones (passing tones, anticipation 

v _ „ „ measures 4, 8, 16) 

(b) Form (3 Fart, A A B 1) 7 

(c) Cadences (Half, Perfect Authentic) 

(d) Harmony (All I and V 7 ) 

(e) Fingering (Start on 3-use thumb of l.H. 
for D in Measure 12) 

Also, sing the pitches by letter-name. (See enclosed sheet). 
Objectives for Lesson Mo. IS 

1. Reviewing minor patterns and chords, 

2, Harmonizing a new minor song, 

3# Sightreading a famous symphony theme, 

4, Identifying form, cadences* nonharmonic tones. 

Lesson Ho- 16 

Introduce the IV chord through playing Lavender’s Blue, p. 51 
if SjSSLggf Classroom Musi o (Pace), Ask the children while 
playing tke song'second time to raise their hands when they 

1® not 1 or v 7 (measures 3 A 4, 11 a 12). 

thlVlhl h L\^ p 5 ra8e , on the h0 ™ have children discover 
that the melody tone in measures 3*4 does not belonm to eith#T 

I or V. Another chord is needed. I, iv, and V are called the 

^f*L°i 0 ^ l V? l,lo » * nd * re the most used oh£d I. fe- 
plain that IV is built on the 4th degree of the scale in 3rds. 

?? JjjJl ta ,®y J or u f Play* rearrange tones and play it 
is caAled an inversion. In this key (D), IV is snelled 

£?!i tion * ,or easier Playing we move the top 
note D to the bottom* since 5th finger is playing that note 
already in I chord, .Practice playing I IV I in D and other 

.. Ill : 

L.H, 3 2 3 

5 15 

keys. Hote that, in proceeding to IV from I, the following rules 



1 . 
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should be observed for L.K. : 5 stays on sane note, put 2 down 
in 5 finger pattern and thumb moves up one whole step. This 
piece does act stay in 5 finger position. In measures 3 an d 4, 
the 5th finger is playing on the 6th degree of the soale. 

This. is the 1st extension which has been introduced, an d it’s 
important to get across the concept that not all pieces stay in 
5 finger position. — * J 

2. Auffll Work: Pick out by ear the measures where IV is used in the 

following songs played by the teacher: A. Jimmie Crack Com 
(chorus), B. 0 Susanna (chorus), C. On Top of Old Smoky. 

D. Auld long §yne. 

< 

3* Prill i In keys of 0, F, 6, B I IV I 

I IV V 7 I , 

Bote: IV is played in $ position (2nd inversion). If the 

children merely understand that tones of a chord can be 
rearranged without the letter names of the chord changing, 
and that this is called inversion, that is all that we desire. 

Ho further explanation is necessary. 

Objectives for Lesson Ho. 16 

1. Know how the IV chord is built. 

2. Know that chords may be inverted (tones are rearranged). 

3* Hear. a IV chord in many familiar songs. 

4* Play a phrase which goes out of 5 finger position. 

5* Play IV - I; IV-Vy-I in several keys. 



IiMflon Ho. 17 



V??-?* 1 ! 88 establish a key (a) 5 finger pattern, 
(b) tetrachord soale, (c) progression of X-IY-V^-I. Usually 
used when learning new songs. ■ 



2. Teaoher plays the Bear Went Over the Mountain in 6 from p. 51-52 
o£ Piano for Classroom- Music by Pace* One or .two students 
should be at the board jotting down the chord symbols for each 
measure for at least the first half of the song. After this 
is correct, the class oan sing, or teaoher play the melody 

while those at their keyboards and a few at the piano harmonise 
the song. 



3. 



Aural Work: The teaoher or studenl 
hade up from the chords X IV and Vo 
the progression oorreotly. Example 

J v v 7 , h u f e several keys and avoi 
K6/8 like B®, B®* 1) etc# should no 



play several progressions 
and the class identifies 
X IV I; I V 7 I; I V 7 I; 
progressing from V to IV. 
be tried. 



* 



J 
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ObJectlves for Lesson Ho. 17 
1» Establish a pattern to sat up tonality* 

2. Identify tha harmony to The Boar Want Ovar tha Moun^ai r> . 

3. Hear chord progressions accurately or at least batter. 



lesson go* 18 



1 . 



2 . 



Hava Alouetfo either on sheets or on the board for the class 
to xearn. The following aspects of tha score should he dis- 
cussed before beginning: 

ja) What nakep the E.H. aelody easy? (5 jp) 

Lb) What is the harmony? (I and V7) 

of P la y in 8 do *e have in measures 5 and 6? 

^ toxins) 8 mean ^aok *° beginning and play 

Review playing I IV in l.H. Row play this progression in the 
R.H. Fingering which is most suitable follows: I IV I 

5 5 5 

3 3 3 

<a} !f aot i oe P la >'i06 in the R.H. in several keys. 1 1 
b | Then try I. IT. I. V 7 I and I IT V 7 I 

(c) K “* Pj a y the rootA to the chordi in the above two pro- 
gressions ia the l.H. thus: e 

I IT I V 7 I and I it T 7 I 

5 251*5 5 2 1* 5 

8 ? that *- H - P la y 0 *o°ts and R.H. plays 
3 note ohords (4 voices altogether) 



thus: 




icm xs 7 x $ x 

Try this progression in several keys. 

. 

°* Playing it e.g. play waltz style (L.H. plays 
root, R.H. plays pah-pah," or play L.H. followed by R.H. 

I * 
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Ob.lectlves for Lesson Jo* 18 

1. Learning a new piece from notation ( llouette ). 

2. Understanding some simple musical terms like $,C»al fine. 

3. Playing in unison, which happens frequently in music. 

4. Chording with roots in L.H. and ohord in S.H. 

5* Understanding that chords can he spread out, and tones doubled. 

6. Varying chordal pattems-walta, etc. 

SUPPLEMENTARY MATERIAL 
KEYBOARD PLANS - AURAL EMPHASIS 

1. On attached ditto you will find more tonal configurations to 
use in class. These are oommon patterns found in elementary 
song series. They can be used in games, and should be played 
at least twice before the student attempts to repeat each 
pattern. 

After the children have a good deal of experience in repeating 
patterns tor you,* you might have them make up some for their 
classmates. Warn them to keep their own patterns simple, so 
that the other children trying to play them back do not ex- 
perience a lot of difficulty. 

2 . Skip in the plans to lesson #14 and introduce minor keys. 

Drill on hearing and seeing (also feeling) the difference be- 
tween major and minor chords. In lesson #14 under #2, (Aural 
Work), songs in minor which should be fairly familiar to the 
class are suggested. You should play several of these and mix 
them up with major songs (from their fifth grade song book). 
Have them identify the mode (major or minor). Example: 

When Johnnie Comes Marching Home (minor), Jimuue Crack Corn 
(major) etc. 

3* When I visit your class next, I want to emphasise Question and 
Answer phrases, such as suggested in lesson #13 > no. 4. This 
phase of work combines tonal memory and a bit of improvisation. 
This may be a bit hard for the students. We will find put 
together. 

4. Try as much as possible with the supplementary material that 
I'm feeding you to focus the keyboard area on ear development. 
Specifically, hearing and repeating tonal configurations, hear- 
ing the difference between I and 7j, and finally, hearing and 
understanding the difference between major and minor chords. 
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Tonal Patterns for KeyhoA-r^ 
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Teacher: Playjach pattern twice for the children before they attempt 
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Keyboard - Patterns to Play Back - Teacher's Copy 






(g Z 



-' 151 - 



Identify by ear the chords in these songs! (fragments) 
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5» Sample Question Phrases* (make your own patterned after these) 

dl I J I jlJ J J i I 




Answer should ust 1st 
two statures, than re- 
turn to tonlo (Impro- 
vising an ending)* 

Vour oars in ths answer* 



larboard Listening Suggestions 



On separata ditto sheets you will find suggestions and itteas for 
presenting tonal and chordal patterns for the ohlldren to play 'oaok 

ao * t ot ®“ r kjy1>PM« work thus far h»« d.«at 
with luittd nolodle rang*, th* play-baok tun** ar* *lth*r In « 
three-note or five-note range* 



In distinguishing between I and ? 7 
sounded in each exeroiso, slnoa thi 



(sea III) 9 four chords will be 
a is a normal pattern in a phrase* 



In Tf, the children oan write the symbols at the board, or verbalise 
them for you. 



These patterns are similar to the ones demonstrated reoently 
in your olasses. You should feel free to make up some of your own* 



Skip to Lesson #8, no* 4, where songs are given which oan be 

melodies, to these are on separate 
ditto sheets*- Play these songs for your class , and see if the 
students oan identify the chords oorreotly. 

Also, teach 0 Susanna in G* (pentatonic pattern) as suggested in 

Lesson HI, no. 2, without transposition. Have the olass decide 

***? * act tlxat v 7 oalls for seme completion 
(as evidenced in the half oadenoe at the end of the first pLtase). 
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